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REFERENCE
Margaret Rutherford, Alastair Sim, Eccentricity and the British Character Actor
by Chris Wilson
A  the s is  subm itted  in partia l fu lfilm en t o f the  requ irem ents o f S he ffie ld  
Hallam  U n ive rs ity  fo r the  degree o f D oc to r o f P h ilosophy
Sep tem ber 2005
I should like  to  ded icate th is  thes is  to  m y m other who died peace fu lly  on 
Ju ly  1st, 2005. She loved the w ork o f both acto rs, and I like  to  th in k  she 
would have approved.
Abstract
The thes is  is in the form  o f fou r sections, w ith an in troduction and conclus ion . The te x t 
should be used in con junction  w ith the annotated film ography.
The in troduction  inc ludes m y initia l im press ions o f M argaret R utherford  and A la s ta ir S im 's  
w ork, and its  s ign ificance  fo r B ritish  c inem a as a whole.
In o rde r to  dete rm ine  the ir enduring appeal, the firs t section, 'B io g ra p h ic a l P e rs p e c t iv e s ',  
uses the ac to rs ' re spective  b iog raph ies to  com bine  the ir ve ry  d is tin c t identities, anchor them  
in the  tim e  in w h ich  they lived, and ind ica te  the ir va lue and im portance to  the  industry .
The second  chap te r exp lo res the com p lex re la tionsh ip  between the B ritish  c inem a and the 
thea tre, espec ia lly  as it is revea led in the w o rk  o f both acto rs.
There fo llow s a su rvey  w h ich  addresses no tions around B ritishness and e ccen tric ity , and 
the ir in te rconnections, the ir rep resen tation  in S im  and R u therfo rd 's  film s, and recen t deba tes 
about what these a ttribu tes constitu te  now.
The fourth  part engages in a  b roader d iscuss ion  o f the  a rt o f cha racte r acting and the 
spec ific  con tribu tion  made by the screen  appearances o f the  tw o  sta rs.
If the in troduction and subsequent chap te rs a ttem pt to  bring S im  and Ru therfo rd  togethe r, 
the conclus ion  p resen ts the con tra s ts  between them . However, the ir con tinu ing fa sc ina tion  is 
ve ry  m uch revealed through the in te raction  o f the ir life  and w ork and especia lly  the  in fluence  
o f th e ir re spective  spouses. The re la tionship  between the ir s tage  and c in em atic  ou tput in fo rm s 
som e o f the ir best w o rk  in both media, a lthough the ir B ritishness and e ccen tric ity  can, at 
d iffe ren t tim es , be both an a sse t and a lim ita tion . U ltim a te ly , S im  and Ru therfo rd  a re defined 
as flex ib le  and d ive rse  characte r ac to rs, a lthough a  syn thes is  o f th e ir va rious aspec ts  - 
c inem atic , thea trica l, eccen tric , B ritish , cha racte r acto rs  - o ffe rs  a  m ore com ple te  designation 
o f the ir ind iv idua lity . A bove  all, they exem p lify  the p rim acy o f pe rfo rm ance  in B ritish  c inem a. 
Future research m ight concentra te  on the ir theatre  w o rk  o r reactions to  them  by th e ir fe llow  
ac to rs, and could a lso  use fu lly  inco rpora te  the largely  unrecogn ised  legacy o f so m any o the r 
cha racte r p layers.
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Introduction
The im m ediate genesis  fo r th is  p ro jec t w as m y M .A . F ilm  S tud ies D isse rta tion , 'M a r g a re t  
R u th e r fo rd ,  E c c e n t r ic it y  a n d  th e  C h a r a c te r  A c to r1 (1999), a lthough m y  fasc ina tion  w ith  
R u therfo rd  and A la s ta ir S im  goes back  m uch further. I rem em ber be ing im pressed  by 
R u therfo rd 's  M iss M arp le  a t the  age o f e ight when M u rd e r  a t  th e  G a llo p  (1963) w as screened 
a t m y schoo l as a  new  film . I had no foreknow ledge  o f he r ca ree r n o r the  cu rren t deba tes 
a round the B ritish  film  industry . A ny theo re tica l concerns about the  m ed ium  o f c inem a, in 
w h ich  I w as a w illing  pa rtic ipan t, w ere  not ye t form ed  in m y m ind. If m y  judgm en t a t the tim e  
w as necessa rily  ill-in fo rm ed , it w as a t least und is tracted  by the  in te lle c tua l baggage of 
adu lthood  w h ich  tends to  favou r ob je c tive  ana lys is  ove r raw  em otion. [1 ] M y en thusiasm  fo r 
the film  w as based  le ss  on its  aesthe tic  qua lities - the b la ck and w h ite  s to ck , its  cam era  
angles, its B ritishness  - than R u the rfo rd 's  centra l pe rfo rm ance  underp inned  by  Ron 
G oodw in 's  m em orable  bouncy  sco re . W ith  h indsight, M GM 's  M iss M arp le  se rie s  o f the  ea rly  
1960s seem  s ligh t concoctions  in the con te x t o f world  c inem a, and the re  is  an odd d is junc tion  
be tw een R u the rfo rd 's  s ta tu s  as one o f the  Am erican  com pany 's  h ighes t pa id B ritish  s ta rs  of 
the period  and the  ra the r haphazard p roduction  va lues w h ich  the  film s  d isp la y . [2 ] H owever, 
the charm  and e cce n tric ity  o f the a c tre s s 's  am ateur de tective  rem a ins to  de ligh t subsequent 
genera tions o f a  m ore cyn ica l age.
I w as  consc ious o f A la s ta ir S im 's  w o rk  som ewhat la te r on, but h is  nam e w as fam ilia r to 
m e long before I w a tched  any o f h is  film s  due to  the s lende res t o f pe rsona l connec tions  to  the 
acto r. In the 1960s and 1970s m y m other and I would o ften  v is it a  g rea t aun t w ho lived in  a 
coun try  cottage  near H enley-on-Tham es, and she would o cca s io na lly  m ention her 
neighbours, one o f whom  w as a fam ous a c to r (S im ). I have  a  fa in t re co lle c tion  o f hearing the 
S im s  and the ir friends p lay ing  tenn is  in the  sum m er and thought no th ing  o f it as a  ch ild  and 
young  adult. O n ly  la te r did the m em ory  becom e m ore v iv id  once  I had researched  the 
b iog raphica l pa rticu la rs  o f S im ’s life  and could apprec ia te  th is  happens tance  from  ano ther 
po int o f view . O f course , I never m et h im , ne ithe r did m y g rea t aunt, and  desp ite  the  laugh te r 
and bonhom ie tha t echoed through  the  trees, such  was S im 's  need fo r p riv a cy  tha t he m igh t
not have apprec ia ted the  p resence  o f any s trangers a t h is house, w h ich  becam e a  re trea t 
from  the s tre sses  and s tra in s  o f w ork ing  in the  theatre  and on the film  set.
P ersonal cons ide ra tions  apart, m y se lection  o f S im  and Rutherford  as rep resen ta tives o f 
the  m ost e ccen tric  cha ra c te r a c to rs  o f the ir genera tion  is  due not on ly  to  th e ir in v igo ra ting  
p resence in film s  from  the  1930s to  the 1970s, but a lso  because th e ir s ig n ificance  is  often 
ba re ly  acknow ledged even  in som e recent accoun ts  o f B ritish  c in em a  Fo r instance , G eo ffre y  
M acnab  is  con ten t to  reduce  th e ir appeal to  'm ild  do ttiness ', while B ruce  Babington, who 
conside rs tha t 'e ld e rly  com ic  e ccen trics  have an in te resting ly  p rom inen t ro le in the  national 
c inem a ', re lega tes them  to  'm ino r s ta rdom '. [3 ] Babing ton ju s tifie s  th is  ca tegoriza tion  'in  a  pre 
1960s soc ie ta l con te x t o f g rea te r au tho rity  and le ss  m ob ility ' and be lie ves the  issue  o f 
s tardom  to  be 'le ss  th eo re tica lly  re so lvab le ...e specia lly  w ith in  the  B ritish  con tex t, in w h ich  the  
va rious crite ria  o f s ta rdom  a re o ften  underp layed'. [4 ] The author ta ck le s  B ritish  s ta rs  in 
H ollywood, m a jo r fig u res  in the  national c inem a, cu lt s ta rs  and even  th ose  who have  an 
unsteady cla im  to  s ta rdom , bu t not Ru therfo rd  o r S im , w ho won popu la rity  po lls  and ach ieved  
icon ic  s ta tu s  in the  1950s and 1960s when heartw arm ing  app rec ia tions  o f them  o ften  
appeared in new spapers and m agazines. It is a lso  in s tru c tive  to  rea lise , fo r instance , tha t the  
exh ib ito rs  w ho con tribu ted  to  K in e  W e e k ly 's  yea rly  box o ffice  su rvey  nam e S im  as the second  
m ost popu la r s ta r o f 1954, fo r T h e  B e lle s  o f  S t  T r in ia n ’s  (1954) and A n  In s p e c to r  C a lls  (1954), 
sandw iched  between  Jam es  S tew a rt and G rego ry  P eck  (!), o r tha t the  V a rie ty  C lub  o f G rea t 
B rita in  award  R u therfo rd  the  acco lade  o f best B ritis h  film  a c tre ss  fo r 1963, fo r M u rd e r  a t  th e  
G a llo p  and T h e  V . I .P .s  (1963), o ve r any num ber o f th e ir m ore conven tio na lly  g lam orous 
contem pora ries. [5 ] W hat in te re s ts  me is not tha t th e ir contribu tions to  B ritis h  c inem a tend  to  
be underva lued, bu t w hy  th e y  ach ieved  such  enorm ous popu la r acc la im  and  s ta r s ta tu s  a t the  
tim e , an esteem  w h ich  has been m ainta ined o ve r the yea rs  s ince  th e ir dea ths in the  1970s. 
W as it tha t they rep resen ted  a com ic  re lie f in B ritish  c inem a wh ich gave  them  licence  to  
lam poon those  in au tho rity , when  it m igh t have been le ss accep tab le  in h igh d ram a  during  an 
e ra  o f a soc ie ta l rep ress ion?  [6] O r w as it the fa c t o f the ir recu rring  p resences w h ich  
reassured  aud iences  in pos t-w a r B rita in  that, desp ite  the age o f aus te rity  and the  d ism antling  
o f em pire, here w ere  tw o  s ta lw a rt su rv ivo rs , an e ccen tric  though un ive rsa l aun t and uncle , on
whom  the  nation could depend? [7 ]
T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  (1950) is  th e ir on ly  real co llabora tion  in the  c inem a, and ye t 
its  e ffe c t w as to  bind toge the r th e ir ve ry  separate identities in the public  m ind, and pe rhaps a 
m ore  enlightened business m igh t have cap ita lised  on the  film 's  su ccess . [8] D esp ite  th is  
re la tive  la ck  o f support from  an  in dus try  w ithout a  s ta r sys tem  to  riva l H o llyw ood, they  s till 
em erged  as in ternational figu res w h ile  rem aining q u in te sse n tia l^  B ritish  a t the  sam e tim e .
To  uncove r the reasons fo r S im  and R u therfo rd 's  enduring appeal and th e ir un iqueness in 
B ritis h  c inem a, I sha ll firs t use  th e ir re spective  b iog raph ies as a s ta rting  po in t to  ancho r them  
in the  tim e  in w h ich  th ey lived  and ind icate  the ir value and im portance  to  the  industry . Then  I 
w ill exp lo re  the re la tionsh ip  o f B ritish  c inem a and theatre, w ith  specia l re fe rence  to  the ca reers  
o f the  tw o  sta rs . The next se c tio n  w ill com pare  no tions o f B ritishness  and e cce n tric ity  in S im  
and R u therfo rd 's  film s  w ith  m ore  recen t deba tes about w ha t these  cons titu te  now . And  fina lly ,
I sha ll exam ine  the role o f the B ritish  cha racte r a c to r in all its  richness and com p lex ity  w ith in  
the  ac ting  h ie ra rchy, from  b it-pa rt to  s ta r veh ic le , as exem p lified  in the film s  o f S im  and 
R u therfo rd . Inev itab ly  ce rta in  po in ts  o f d iscuss ion  have had to  be je ttisoned  in fa vou r of 
o the rs . For exam p le , I w as in itia lly  engaged by the idea  o f B ritish  c in em a  as one o f 
pe rfo rm ance  ra the r than the  cu s tom a ry  concen tra tion  on a u te u r  d ire cto rs like  H itchcock , Lean 
and  M ichae l Powell. In addition, I w as keen to  exam ine  the notion o f 'cha rm ' in the 
pe rfo rm ance s  o f S im  and R utherfo rd . Could it be m easured /quan tified?  W as it an innate 
qua lity  o r m ere re tro spec tive /re trog ress ive  nosta lg ia?  However, p re ssu re s o f space  and tim e  
d ic ta ted  tha t they be dropped. W hat rem a ins a re  fou r d is tin c t sections  w h ich  co ve r d iffe ren t 
a spe c ts  o f S im  and R u therfo rd 's  life  and a rt. The firs t chapte r, 'B io g r a p h ic a l P e r s p e c t iv e s ',  
c le a rly  b inds the  tw o  toge the r as they  seem , pa rticu la rly  in these  a c to rs ' live s , to  in fo rm  one 
ano the r so ilium ina ting ly . It is o f m ore than pass ing  in terest, fo r instance , to  m ake  a  d ire c t 
connec tion  between S im 's  unhappy re la tionsh ip  w ith  h is fa ther, and those  he encoun te red  in 
h is  a rm y  tra in ing , and h is  sha rp  and sa tirica l po rtra ya ls  o f au tho rity  figu res, o r to  link 
R u the rfo rd 's  e ccen tric  and qu irky  screen  cha rac te risa tions  w ith  he r own fea rs  abou t inheriting  
the  s tra in s  o f insan ity , m urder and su ic ide  in he r fam ily  background. I a lso  p resen t an accoun t 
o f the  a c to rs ' continuing  legacy  th rough  the pub lish ing  o f books and a rtic le s , the  ho ld ing of
re tro spec tives  o f th e ir w o rk , and, m os t o f all, by the con tinual re -screen ing  o f the ir film s  on 
te le v is ion  (and o ccas iona lly  in the  c inem a), to  sa y  nothing o f the im portance  o f v ideo and DVD  
re issues. The chap te r em phas izes  the  dom inance  and s ign ificance  o f theatre  in both a c to rs ' 
lives, and it is  the  com p lex  re la tionsh ip  between the ir stage  and screen  w ork w h ich  in fo rm s 
the  substance  o f the  nex t sec tion . I exam ine  th is  re la tionsh ip  from  an h is to rica l pe rspec tive , 
d is cu ss  the  adap tations o f s tage  p la ys ve rsus  the  crea tion  o f orig ina l scena rios, and question  
the  va ry ing  degrees o f su cce ss  w ith  w h ich  S im  and R u therfo rd  use  th e ir thea trica l tra in ing  in 
th e ir screen  work. T he ir ve ry  th ea tric a lity  on the  screen  leads inev itab ly  to  an exam ina tion  o f 
th e ir B ritishness  and e cce n tric ity  in the  next chapter. A re  the  tw o  qua lities connected? H ow  
a re th e y  m an ifest in the  film s?  Can e ccen tric ity  be an excuse  fo r ove racting?  And so  on. Th is  
leads to  a  b roader d iscu ss io n  a round  the  nature o f cha ra c te r ac ting  in genera l and the spec ific  
a ttrib u te s o f S im  and R u therfo rd  in pa rticu la r. A ll these  sections should be used in con junc tion  
w ith  the  annotated film og raphy , w h ich  has its  own in troduction , and w hose function  is  to  
p rov ide  p lo t sum m aries and a c ritica l com m en ta ry  on each film  and te le v is io n  p rog ramm e; in 
add ition , the  square -b racke tted  num be rs in the  te x t re fe r to  notes and re fe rences w h ich  can  
be found a t the end o f each  chap te r. I have  a lso  included, fo r the  sake  o f the  conven ience  o f 
an h is to rica l ove rv iew , a  jo in t ch rono log ica l lis ting  o f the  a c to rs ' w ork, as well as separa te  
m ore  de ta iled  lis ts  fo r each  a c to r w h ich  inco rpora te  o the r item s  o f m ore docum enta ry in te rest, 
before a fina l b ib liography.
The p rinc ipal sou rces  fo r m ate ria l on S im  and R u therfo rd  com e in the  fo rm  o f the  usua l 
b iog raphies, w h ich are supp lem ented  by a rtic le s  and te le v is io n  docum enta ries. E ric  K eow n 's  
book p rov ides  a  use fu l in troduction  to  R u the rfo rd 's  a rt and is  pa rticu la rly  va luable  fo r h is  
com m en ts  on he r stage  w ork; un fo rtuna te ly  the  s to ry  fin ishes in the  m id 1950s, be fo re  
R u the rfo rd 's  re turn to  h igh -p ro file  s ta rdom  in the  fo llow ing decade. [9 ] H owever, th is  la ck  o f 
in fo rm ation  is  m ore than  com pensa ted  fo r by R u therfo rd 's  au tob iography (w ith  G w en R obyns) 
and a la te r b iography by the  a c tre s s 's  adopted daughter, Dawn Lang ley S im m ons, w h ich  
d raw s heavily  upon the o the r accoun ts . [10 ] Bu t it is d isappo in ting  to  find  gaps in the fo rm e r - 
fo r exam p le , a whole chap te r is  devo ted  to  the c ircum stances  su rround ing  R u th e rfo rd 's  
cam eo in C hap lin 's  A  C o u n te s s  F ro m  H o n g  K o n g  (1967), w h ile  the re  is  m in im a l d is cu ss io n  o f
O rson  W elles, w ith whom  the a c tre ss  w orked  equa lly  am icab ly ; and S im m ons ' book too  often 
reads like  a p iatform  fo r its  au tho r to  te li the s to ry  o f her own life  ra the r than  R u the rfo rd 's . Th is  
is a lso  a  c ritic ism  w h ich  can  be leve lled  a t Naom i S im 's  b iography o f he r husband. [11] A fte r 
deta iling  th e ir firs t m eeting on the opening page, the  reader does not d is co ve r any m ore about 
the  a c to r until page 69 in the  con text o f a  re la tive ly  b rie f accoun t o f h is  life  and  w o rk  w h ich  
runs to  on ly  151 pages! Fo rtuna te ly  tw o  exce lle n t te lev is ion  docum enta ries , in  w h ich  Naom i 
S im  a lso  pa rtic ipa tes, and ano ther sho rte r app rec ia tive  prog ramm e, fill ou t the  p ic tu re  and 
rem ind  us o f h is specia l qua lities. [12 ] In v iew  o f S im 's  la te r refusal to  g ran t in te rv iew s, those  
tha t do e x is t (e specia lly  the  la s t from  1953) a re  p rec ious  in that they a re  v irtu a lly  the  on ly  
sou rces  fo r h is  own though ts and opin ions. [13 ] There  are (su rp ris in g ly ) no te le v is io n  
docum enta ries  on R u therfo rd , bu t a t least a  coup le o f su rv iv ing  te le v is io n  in te rv iew s  and a 
reco rd  o f he r accep tance  speech  at the  V a rie ty  C lub  aw ards in 1964. [14 ] A rtic le s  and 
in te rv iew s w ith  both s ta rs  a re en riched  by the  e x is tence  o f a huge quan tity  o f s tud io  pub lic ity  
m a te ria l held, fo r the  m ost part, a t the  B ritish  F ilm  Institu te  in London. The BFI a lso  
a ccomm odates  ra re r film s  and te lev is ion  p rog ramm es by both s ta rs . Aga in, the  in troduction  to 
the  anno tated  film og raphy should  be consu lted  fo r de ta ils  o f m y sou rces fo r these  film s  and 
te lev is io n  p rog ramm es, and th e ir cu rren t ava ilab ility . I should a lso  m en tion  the  e x is te n ce  o f a 
radio a rch ive  held by the BBC , even  though th is  fa lls  outs ide the pa ram e te rs  o f the  p resen t 
s tudy. U nfo rtuna te ly  the re  a re no  tapes o f S im 's  ea rly  poe try  readings from  the  la te  1930s, 
how ever R u therfo rd  is represen ted  by tw o  short in te rv iew s, readings and tw o  p la ys  - M is s  
D u v e e n  (1944), sp ecia lly  w ritten  fo r her by he r friend  W a lte r de la M are, and  he r pe rfo rm ance  
as Lady W ish fo rt in C ong reve 's  T h e  W a y  o f  th e  W o r ld  (1960), w hose  ca s t a lso  inc ludes John  
G ielgud and Edith E vans. [15]
There is  a  w ealth o f m ate ria l on the re la tionsh ip  between the B ritish  c in em a  and thea tre , 
and it has been reward ing to  se t m ore genera l obse rva tions  aga inst a  g row ing  body o f 
lite ra tu re  by ac to rs  keen to  exam ine  the p rocess  o f acting  itse lf. S im ila rly , o lde r no tions abou t 
B ritishness /E ng lishness /S co ttishness  can be con trasted  w ith newer ideas  abou t nationhood. 
The quan tity  o f th is  m a te ria l show s no s ign  o f declin ing, a lthough the m os t use fu l su rve ys  to 
have  becom e conso lida ted in to  book fo rm  are p robably  those  by Je ffre y  R icha rds , Je rem y
Paxm an and A ndrew  M arr. [16 ] The lite ra tu re  on e cce n tric ity  is sm a ller, bu t w h ile  a rtic le s  are 
s till p lentifu l, a substan tia l m odem  m onograph on the  sub je c t has ye t to  appear. A s ide  from  
the num ber o f vo lum es being published by ind iv idua1 a c to rs  on th e ir c ra ft, the re  a re a lso  
num erous acting m anuals, som e w ritten from  the point o f v iew  o f the d ire c to r. In add ition, film  
stud ies has m oved on from  the spec ific  exam ina tion  o f s ta rs  to  a  b roader conception  o f 
pe rfo rm ance  in all its  a spec ts . [173 The co llec tions  by B utler, Zucker, C ardu lio  (et a i.) and 
Love ll/K ram er are e spec ia lly  w e lcom e, as are the  m ore  recen t accoun ts  by  M acnab  and 
Babington (noted above) w h ich  at las t p lace film  sta rdom  in a  B ritish con text. [18 ]
F irs t and fo rem ost, I shou ld  like  to  thank m y tu to rs, A nge la  M artin  and Tom  Ryall, fo r th e ir 
guidance, encouragem ent and cons tru c tive  rem a rks. R egu la r m eetings have  included  v iew ing  
and d iscuss ing  re levan t film s /te le v is io n  p rog ramm es and  p rov id ing  feedback from  m y w ritten  
w ork, and both supe rv iso rs  have kept me supplied w ith  title s  o f books and jou rna l a rtic le s  not 
a lready traced  by m y research .
I shou ld  a lso  like to  acknow ledge  the  a ss is ta nce  o f the  lib ra ry s ta ff, e spec ia lly  a t P sa lte r 
Lane, where the  g rea te r pa rt o f m y research  w as conducted ; and a lso  those  a t C o lleg ia te  
C rescen t and  the  A dse tts  C en tre. In addition, I shou ld  like  to sa lu te  the  frie nd ly  and 
indefatigab le  s ta ff o f the  B ritish  F ilm  Institu te  w ho a lw ays  m ade m y v is its  the re  m ore  o f a 
p leasure  than  a chore. I m ust a lso  thank the  help fu l te lephone opera to rs  a t the  B B C 's  
in fo rm ation  and a rch ives  un it w ithou t whom  I would no t have  been able to  sam p le  som e o f the 
ra re r te le v is ion  w ork o f the  tw o  sta rs.
I am  especia lly  g ra te fu l to  Sheldon Hall fo r enabling m e to  gain access  to  cop ies o f C h im e s  
a t  M id n ig h t  (1966) and R o y a l F la s h  (1975). He w as a lso  responsib le  fo r coord ina ting  a v is it to  
S he ffie ld  b y  Ken Annakin, and it w as a  p leasure  to  m eet the  d ire cto r a t a  screen ing  o f h is  film  
M ira n d a  (1948) a t the S how room  C inem a  in 2001, and qu iz  him  firs t-hand  about M a rga re t 
R u therfo rd  whom  he reca lled  w ith  g reat a ffection.
F inally, I am  indebted to  m y fe llow  fo rm e r s tuden ts Paul B inn ion and G e ff G reen  fo r a lw a ys  
find ing tim e  to  d iscu ss  po in ts  o f detail and o ffe ring  th e ir va luab le  comm en ts and c ritic ism s .
Notes
1. D esp ite  m y  acqu is ition  o f g rea te r know ledge abou t c inem a in recen t yea rs , Robin W ood 's  
rem a rks, m ade during  the cou rse  o f a  d iscuss ion  about H itch cock 's  P s y c h o  (1960), rem a in  
pe rsuasive . He s ta te s  tha t 'no ana lys is , how ever detailed, can e ve r becom e a substitu te  fo r 
the  film  itse lf, s in ce  the d ire c t em otiona l expe rience  su rv ive s  any am oun t o f exp lana to ry  
ju s tific a tio n '. See W ood, R. (1989) H it c h c o c k 's  F i lm s  R e v is ite d , Faber and Faber, p. 148.
2. T h is  pe rcep tion  o f the M iss  M arp le  film s  (as s lig h t concoctions) is not un ive rsa lly  shared . 
R em em bering  he r pa rtic ipa tion in M u rd e r  S h e  S a id  (1961), M urie l P avlow  (as Em m a  
A cken tho rpe ), has  conside red  them  'b ig ', i.e. 'im portan t'. See her in te rv iew  in M cFariane , B. 
(ed.) (1992) S ix ty  V o ic e s , BFI, p. 186.
3. M acnab, G . (2000) S e a rc h in g  fo r  S ta r s :  S ta r d o m  a n d  S c re e n  A c t in g  in  B r it is h  C in e m a , 
C asse ll, p. 140; Babington, B. (ed.) (2001) B r it is h  S ta r s  a n d  S ta rd o m  F ro m  A lm a  T a y lo r  to  
S e a n  C o n n e ry , M ancheste r U n ive rs ity  P ress, p. 7.
4. Ibid, p. 8.
5. See B illings, J . 'B ritish  F iim s  S e t the Pace  D uring  1954', K in e  W e e k ly , 453/2477, 16/12/54, 
p. 8; and C o lley , R . (prod.) V a r ie ty  C lu b  A w a r d s  fo r  1 9 6 3 , BBCTV , 20/3/64.
6. O ne  th in ks  o f S im 's  M iss F ritton  in the  S t. T rin ia n 's  film s, o r h is a ssass in , H aw kins, in T h e  
G re e n  M a n  (1956).
7. R u the rfo rd 's  M iss  W h itchurch  ta ck le s  e ve ry  challenge she is  faced  w ith  in T h e  H a p p ie s t  
D a y s  o f  Y o u r  L ife  to  the ex ten t o f poss ib le  em ig ra tion  by the end o f the  film , and her M is s  
M arp le  p roves fo rm idab ly  cons is ten t when dealing w ith  the po lice  and the  cou rts , o r so lv ing  
the  odd m urder!
8. S im  and R u therfo rd  both appear in an ea rlie r film , T ro u b le d  W a te rs  (1936), a lthough the  
ex ten t o f th e ir pa rtic ipa tion  is unknown to  th is  resea rche r as p rin ts  a re sca rce , w hile  the  
subsequen t In n o c e n ts  in  P a r is  (1953) featu res them  in separa te  scenes. Thea tregoe rs  w ere  
fo rtuna te  to  see  them  reunited fo r the  final tim e in a p roduction  o f T h e  C la n d e s t in e  M a r r ia g e  
(1966). R u the rfo rd  rem a rks to  Gwen R obyns tha t 'p lay ing w ith  A la s ta ir S im  again gave  m e 
g rea t p leasure '. R obyns, G . and R u therfo rd , M . (1972) M a rg a re t  R u th e r fo rd :  a n  a u to b io g r a p h y
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a s  to ld  to  G w e n  R o b y n s , W .H . A llen, p. 200.
9. Keown, E. (1955) M a rg a r e t  R u th e r fo rd , R ockliff.
10. R obyns, G . and R u therfo rd , M . (1972) M a rg a r e t  R u th e r fo rd :  a n  a u to b io g ra p h y  a s  to ld  to  
G w e n  R o b y n s , W .H . A llen ; S im m ons, D .L. (1983) M a rg a r e t  R u th e r fo rd  - A  B lith e  S p ir it , A rthu r 
B a rke r Ltd.
11. S im , N. (1987) D a n c e  a n d  S k y la r k :  F i f t y  Y e a rs  w ith  A la s ta ir  S im , B loom sbury.
12. Ba ines, G . (d ir.) A la s ta ir  S im :  a  q u a lif ie d  fo o l:  1 9 0 0 -1 9 7 6 , BBCTV , 11/1/83; F isher, J. 
(p rod.) H e ro e s  o f  C o m e d y : A la s ta ir  S im , C hannel 4, 30/4/97 ; E llis , J. (prod .) T h o s e  B r it is h  
F a c e s :  A la s ta ir  S im , Channel 4 ,2 0 /6 /9 3 .
13. Heppner, S. 'A la s ta ir S IM  is the  Nam e', F ilm  W e e k ly , 15/388, 21/3/36, p. 29; Newnham , 
J .K . 'H ighbrow  Turned  Lowbrow ', F ilm  W e e k ly , 20/483, 15/1/38, p. 29; H am blett, C. 'M r S im  
Has a  S ecre t', P ic tu re g o e r ,  20/813, 2 /12/50, p. 13; Q u ilte r V incen t, R. 'M r S im  Lowers H is 
G uard ', A B C  F ilm  R e v ie w , 3 /12, D ec. 1953, pp. 4-5.
14. [p ro duce r/d ire cto r uncred ited ] W e d n e s d a y  M a g a z in e  (in te rv iew  w ith  D avid  Jacobs), 
BBCTV , 31/1/62; [p roduce r/d ire cto r uncred ited ] L a te  N ig h t  L in e -U p  (in te rv iew  w ith  M ichael 
D ean), BBCTV , 12/2/66; C o lley, R. (prod.) V a r ie ty  C lu b  A w a r d s  fo r  1 9 6 3 , BBCTV , 20/3/64.
15. I have  not lis tened  to  any item s from  the BBC  radio  a rch ive  due to  the  p roh ib itive  lending 
expenses. A  th ree -m inu te  in te rv iew  cos ts  in e xcess  o f th irty  pounds to  h ire!
16. R ichards, J . (1997) F ilm s  a n d  B r it is h  N a t io n a l Id e n t ity , M ancheste r U n ive rs ity  P ress ; 
Paxm an, J . (1999) T h e  E n g lis h :  a  p o r t r a it  o f  a  p e o p le , Penguin; M arr, A. (2000) T h e  D a y  
B r ita in  D ie d , P ro file  B ooks.
17. S ta r s tud ies ' firs t la rge -sca le  m onograph is  D yer, R. (1979) S ta r s , BFI.
18. Butler, J. (ed.) (1991) S ta r  T e x ts :  Im a g e  a n d  P e r fo rm a n c e  in  F ilm  a n d  T e le v is io n , W ayne  
S ta te  U n ive rs ity  P re ss ; Zucke r, C . (ed.) (1990) M a k in g  V is ib le  th e  In v is ib le :  a n  a n th o lo g y  o f  
o r ig in a l e s s a y s  o n  f ilm  a c t in g , S ca recrow  P ress , Inc.; Zucke r, C . (ed.) (1995) F ig u re s  o f  L ig h t :  
A c to r s  a n d  D ir e c to r s  I llu m in a te  th e  A r t  o f  F ilm  A c t in g ,  P lenum  P re ss; C ardullo, B. e t ai. (eds .) 
(1998) P la y in g  T o  th e  C a m e ra : F ilm  A c to r s  D is c u s s  T h e ir  C ra f t , Yale U n ive rs ity ; Love ll, A. 
and K ram er, P. (eds .) (1999) S c re e n  A c t in g , Routledge. Fo r the  books by M acnab  and 
B abington see note 3.
Biographical Perspectives
in  to day 's  ce leb rity -sa tu ra ted  cu lture  it is som e tim es  hard to  rem em ber a  tim e  when  even  
B ritish  s ta rs  were no t the  ob jec t o f such  in tense  m ed ia  sc ru tin y . Indeed, when A la s ta ir S im  
and M a rgare t R u therfo rd  en joyed th e ir firs t c in em atic  su cce ss  in the  fo rtie s and fiftie s , not on ly  
w as the  m ed ia  m uch  sm a lle r bu t s ta rs  were fa r m ore rem ote from  the ir pub lic  and w orlds 
aw ay from  the  adm itted ly  illu so ry  a ccess ib ility  th e y  en joy today. In te rv iew s w ere  conducted  
la rge ly  by new spapers and film  m agazines, som e tim es on radio, ra re ly  on te le v is io n . A ll th is  
changed  in the 1960s when the  trendy  heartland o f London's  m etropo lis  w as invaded  by fre sh  
m edia  types  like  D avid  F ro s t and S im on Dee w hose  dynam ic  and in fluen tia l te le v is ion  
pe rsonas se t the tone  fo r a  v ib ran t new  era. B y th is  tim e , a lthough a ttitudes to  new  s ta rs  w ere 
m ore casual, those  o f S im  and R u therfo rd 's  generation  w ere s till acco rded  due re spec t and 
de ference . R u therfo rd 's  second  w ave  o f su cce ss  co -in c ided  w ith  the  beginn ings o f th is  new  
revolution , and a lthough her su rv iv in g  te le v is ion  in te rv iew s from  the 1960s a re  s lig h tly  
aw kw ard , even  sta id , encoun te rs, those  in the  p ress  tend tow a rds g rea te r fam ilia rity . S im  
avo ided  all m edia  con ta c t a fte r 1953 and would a lm os t ce rta in ly  have been ho rrifie d  by the 
em ergen t cu lt o f ce leb rity , be lieving  tha t the  pe rfo rm ance  its e lf w as all the pub lic  needed to  
know  about h im . W hen  he returned to  the  big sc reen  a fte r m ore than a decade, in P e te r 
M edak 's  T h e  R u lin g  C la s s  (1972), all he would te ll a  doub tless exaspera ted  s tud io  pub lic ity  
departm en t w as: 'I am  an acto r, I a c t and the re  is  noth ing m ore  to  sa y ’. [1 ] R u the rfo rd  w as 
a lw ays m ore e xpans ive  and m edia  friend ly , a lthough  few  could  have  been p repared  fo r the 
s to ries  o f m urder and su ic ide  in he r fam ily  w h ich  w ere  revea led  a fte r he r death. S im 's  ea rly  
life  m ay  have  been le ss  o ve rtly  sensational, bu t the  s ta tu s  o f both as e cce n tric  B ritish  
cha ra c te r a c to rs  w as m ore than in fluenced  by the  c ircum s tances  o f th e ir upbring ing  w h ich  in 
tu rn  a ffec ted  the ro les they  were o ffe red  in the thea tre  and the  cinem a.
M argare t R u therfo rd  w as born on M ay 11th 1892 to  F lo rence  N ico lson  and  W illiam  
Ru therfo rd  Benn in Balham , South London. It w as  no t a  happy ch ildhood . In he r au tob iog raphy 
she describes  he rse lf as a  'g rave ' and 'lone ly ' ch ild , and such  w as the  traum a tic  e ffe c t o f th is  
ea rly  period  tha t she  chose  to  fab rica te  m uch  o f it. [2 ] In a  w ell m eant, bu t u ltim a te ly
m isguided , a ttem p t to  p ro tect he r she w as told tha t her fa th e r w as dead, on ly  to  d is co ve r la ter 
in life  tha t he had been comm itted  to  B roadm oor and had se rved  tim e  fo r m urdering  h is  own 
father. In addition, she learned tha t her m enta lly  unstab le  m othe r had hanged herse lf. The 
ind irect re su lt o f th is  double tragedy  caused her to  su ffe r from  fits  o f depress ion  th roughou t 
her life , ove rcom e  by the fea r tha t she m ight inherit the fam ily  insanity. H er sa lva tion  w as  a 
k ind ly  A un t B ess ie  in W im b ledon who took  her in and encouraged  her leanings tow a rds the 
stage. R utherfo rd  conside red  her aunt 'conventional but unusua lly  em ancipa ted  fo r tha t age' 
and w as g rate fu l fo r he r encouragem ent to  develop  an in te rna l fan tasy w orld w h ils t 'a ll th e  tim e  
firm ly  and gen tly  m ould ing  m y  characte r'. [3] In 1954 she  to ld  Doug Anderson : 'F rom  the  age 
o f e igh t I knew  I m u s t  act. M y paren ts were nonpro fess iona l and not ve ry  p rosperous. A s  they  
cou ldn 't he lp  m e ve ry  m uch, m y m ost obvious route to  the  thea tre  seem ed to  be teach ing  
m us ic  and e locu tion '. [4 ] Thus she  studied the  p iano fo r s ix  yea rs, a long w ith  e locu tion , 
ob ta in ing bo th  an A .R .C .M . (A ssocia te  o f the Royal C o llege  o f M usic) and an L .R .A .M . 
(L icen tia te  o f the Royal A cadem y o f M usic), and, hav ing com p le ted  her own educa tion, taugh t 
in g ir ls ' schoo ls  fo r the  next ten yea rs. During the  F irs t W o rld  W a r she rec ited  poe try  fo r 
so id ie rs , a ii the  tim e  ieam ing the  c ra ft o f acting w ith  the  loca l am ateur d ram atic  soc ie ty . W hen 
Aun t B essie  d ied in 1925 leav ing he r n iece a  sm a ll legacy, the  th irty -th ree -yea r-o id  R u the rfo rd  
decided  to  pu t he r aun t's  house  up fo r sale  and rent a  room  nex t to  H o lloway P rison ! Thanks  
to  a le tte r o f in troduction  from  the poet, d ram a tis t and c ritic  John  D rinkw a te r she ga ined  an 
audition w ith  Lilian B ay liss  and a p lace as a tra inee a c tre ss  a t the O ld  V ic . H er firs t speaking  
pa rt w as in the pan tom im e L it t le  J a c k  H o m e r  a s the F a iry  w ith  the  Long Nose. S he  a lso  
appeared in a  p roduction  o f R o m e o  a n d  J u lie t  as Ju lie t's  m o the r opposite  Ed ith  E vans  a s  the  
N urse. H er good fo rtune  d id not la st and she returned to  p iano  teach ing, jo in ing  the  loca l 
repe rto ry  com pany in W im b ledon fo r the  next tw o  yea rs  and d isco ve ring  a ta len t fo r com edy  
in Noel C ow a rd 's  H a y  F e v e r . A fte r a period o f unem p loym en t she p layed in rep. a t Fu lham , 
Epsom  and O xfo rd  w here  she firs t m et her future husband, S tringe r D avis , during a  run o f 
Ben T ra ve rs ' fa rce  T h a rk . She re turned to  Epsom  and back  to  O xfo rd  where  she p layed  her 
firs t Lady B rackne ll in O sca r W ilde 's  T h e  Im p o r ta n c e  o f  B e in g  E a r n e s t  A t C roydon  she 
featured  in p roductions  o f Ibsen, M augham  and C oward and returned to  O xfo rd  and Read ing,
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all the tim e  hon ing  her ta len ts . F inally, in 1933, a t the age o f 41, she  reached the W est End, 
appearing as M rs  Read in Jam es Daie s W ild  J u s t ic e .  H er next notable pe rfo rm ance  w as as 
A line  S o lness  in Ibsen 's  T h e  M a s te r  B u ild e r  opposite  Donald W o lfit who a lso  s ta rred . 
H owever, it w as  fo r he r M iss  F lower in R obert M o rle y 's  firs t p lay S h o r t  S to r y  (d irec ted  by 
Tyrone  G uth rie ) tha t she  won c ritica l adm iration. Jam es  A ga te  w rote  tha t she  'en trances  and 
convu lses  the  house  eve ry  m om ent she is  on the s tage '. [5] M ore  im po rtan tly  the p roduction  
w as seen by film  d ire c to r B ernard  V orhaus who w as de ligh ted by her e ccen tric  characte r, and 
du ring  the E d inburgh  run o f the p lay she w as tested  and accep ted  fo r he r ro le as M iss  
B u tte rby  in D u s ty  E rm in e  (1936). D esp ite  her longing to  p lay se rious  pa rts , S h o r t  S to r y  
conv inced  he r it w as in com edy cha ra cte r ro les tha t she would ea rn  he r liv ing; it a lso  
pe rsuaded he r th a t she had 'a rrived ' as a personality . E ric  Keown com m ents: 'The un ive rsa l 
aun t w as em erg ing  sh in ing  from  her ch rysa lis , a rare and m ost lovab le  specim en . And  the  
pub lic  w as beg inn ing  to  recogn ise  h e r.J o r the  firs t tim e  e xc itin g ly  she fe lt a  w ave  o f sym pa th y  
from  the  aud ience  tha t seem ed so so iid ...she  fe lt she cou ld  a lm ost touch  it'. [6 ]
A la s ta ir S im 's  fo rm a tive  yea rs  could no t have been m ore  d ifferent, and ye t the re  a re som e 
fasc ina ting  pa ra lle ls  and co inc idences. He w as bom  to Isabe lla  M c In ty re  and A lexander S im , 
the  youngest o f fo u r child ren , on the 9th  o f O ctober 1900 in Edinburgh. H is  fa the r w as  a J .P . 
and a  ta ilor, and the  fam ily  lived  above the  shop  in the Lothian Road. W hen  he w as s ix  the 
fam ily  fo rtunes  im p roved  and they  m oved  to  the  m ore  p rosperous B run tis fie ld , a  coup le of 
m iles from  the  cen tre  o f the c ity , where he w ent to  schoo l. He le ft a t fourteen and w as 
appren ticed  to  h is  fa the r's  bus iness  as a  m essenge r boy 'm uch  to  m y boredom  and d isgus t' 
as he to ld  an  e a rly  in te rv iew er. [7] H is fa the r found him  a job  a t G ie ves, another gen tlem an 's  
ou tfitte rs , but he soon  parted from  h is  new  em p loye rs  w ithou t regret. He then  ob ta ined a p lace 
at Ed inburgh U n ive rs ity  s tudy ing  ana ly tica l chem is try  and when he w as e ighteen w en t in to  the 
O ffice rs  T ra in ing  C orps, a lthough the A rm is tice  w as decla red  before he w as sen t ou t to  the 
front. Naom i S im  com m en ts  that: 'The expe rience  le ft h im  w ith a life-long  de testa tion  o f the 
m ilita ry  m ind '. [8 ] H is  g rea te st hope w as to  becom e an ac to r but h is  fa the r opposed the  idea  
so  vehem en tly  th a t S im  le ft hom e and (in h is own w o rds) 'until 1921, led a w ande re r's  life  in 
the  H igh lands, chopp ing  wood, poaching here and the re  when necessa ry , and tak ing  odd jo bs
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as [a ] g illie '. [9] He returned to  Ed inburgh to  take up a success io n  o f jo b s  inc lud ing  one a t the 
Borough A sse sso r's  o ffice . M ore s ign ifican tly , he deve loped an in te rest in  speech  tra in ing  and 
enro lled  as a  s tuden t o f the  E dinburgh P rov in c ia1 T ra in ing  Centre  a t M o ray House. He 
tra ve lled  to  London, to  qua lify  as a  teache r and study  e locu tion, and tried  to  find w o rk  on the 
stage a t the  O ld  V ic, but w as d ism issed  by Lilian B ay liss  who to ld  he r se c re ta ry  in his 
p resence : 'W e ll, don 't take  h im  un less he th in ks  he 's  a  b loody genius. G od  know s he doesn 't 
look it'. [10] A  decade la te r she  wou ld  be offe ring  him  m a jo r ro les w ith  the  com pany. In 1925 
he w as appo in ted  Fulton Lec tu re r in E locu tion  a t New  C ollege , Ed inburgh w here  he taugh t 
budding pa rsons how  to  p reach  e ffe c tive ly . A t the  sam e tim e  he p roduced  h is  own am ateur 
d ram a tic  show s w ith  the hope tha t he m igh t becom e a  London p ro fess iona l som e day. A t one 
o f these  p roductions, T h e  L a n d  o f  H e a r t 's  D e s ire  by W .B . Yea ts, he m e t tw e lve -yea r-o ld  
N oam i P la sk itt w ho  a ttended  h is  own school o f d ram a and speech  tra in ing , becam e his 
se c re ta ry  and, hav ing com p le ted  her course  a t RADA, h is  w ife  in 1932. These  am ateur 
p roductions con tinued  th roughou t the  tw en ties as S im  began to  w in va rio us  m eda ls  a t pub lic  
ve rse -speaking  com pe titions. The  se lf-sam e John D rinkw ate r, as had w ritten  M argare t 
R u therfo rd  a  recomm enda tion , saw  S im  p lay Joseph  in G ordon  B o ttom le y 's  ve rse -d ram a  
T h e  W id o w , d issuaded  him  from  becom ing  a p roducer and suggested  he take  up acting  full 
tim e . D rin kw a te r's  in troduc tion  o f S im  to  M aurice  B row ne  (head o f R ADA ) led to  a  firs t 
p ro fess iona l ro le as The M essenge r opposite  Paul R obeson  in O th e llo  (1930) a t the  S avoy 
Theatre in London. O ther m em be rs  o f the cas t included  P eggy A shc ro ft (as D esdem ona) and 
Ralph R ichardson . S im  now  m oved  to  the capita l and jo ined  the O ld  V ic  fo r tw o  seasons, 
m aking  h is New  York debu t in  1931 as Cardinal Fe rnando  di M edic i in  C liffo rd  B a x ’s  T h e  
V e n e t ia n . He loathed Am e rica  and resolved never to  go the re  again, a  p rom ise  he kep t 
despite la te r financia l inducem ents . H is next notable su cce ss  w as a  new  p lay by F rede rick 
W h itney ca lled  T h e  M a n  W h o  W a s  F e d  U p  in w h ich  S im  p layed Donald G eddes. N aom i S im  
describes  it as 'a  ve ry  funny p lay [w h ich ] d id a g reat deal fo r A la s ta ir 's  repu ta tion '. [11 ] M ore 
decis ive  fo r h is fu tu re  film  ca ree r w as h is  role as P onsonby, a  pom pous bank m anager, in 
Y o u th  a t  th e  H e lm  in 1934 a t the  W estm in ste r Theatre, fo r when  it tra n s fe rre d  to  the G lobe the 
fo llow ing  yea r he rece ived  h is  firs t o ffe rs  from  the  s tud io s . Th is  in tu rn  led to  h is  ca s tin g  as
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Sergeant M ackay  in R iv e rs id e  M u rd e r  (1935).
R u therfo rd  com p le ted  seven  fiim s  during  1936-7, and in qu ick  su ccess io n  w as ca lled  upon 
to  p lay the agent to  a  gang o f fo rge rs, tw o  housekeepers, a nanny, a  c rook  and an a ris tocra t, 
a le ss  im p re ss ive  range than th is  lis t m igh t suggest. A t iea st th ree  are b it pa rts  and none 
extend  her ove rm uch ; on ly  he r M aggie C a rberry  in C a tc h  a s  C a tc h  C a n  (1937) g ives a  h in t of 
he r true  poten tia l a s an a c tre ss . It is  unfortunate tha t he r pe rfo rm ance  in T ro u b le d  W a te rs  
(1936) - p robab ly  as a  v illage r - cu rre n tly  rem a ins unavailable , e specia lly  because  o f the 
p resence o f A la s ta ir S im  (as a publican) in the cast. To  Gwen R obyns she adm itted  tha t they  
were  'all m ino r pa rts  bu t s low ly  I w as beginn ing to  absorb  the fine r po in ts  o f acting  in fron t o f 
the  cam era '. [12 ] She a lso  had the  opportun ity  o f w ork ing  w ith  Jam es  M ason  (tw ice ), Ja ck  
H aw kins and C aro l Reed am ongst o thers. But the  fa c t rem a ined  tha t she  w as being o ffe red  
m ore sa tis fy in g  ro les on the  stage. A un t B ijou Furze  in M .J. Fa rre ll and John  P e rry 's  S p r in g  
M e e t in g  con firm ed  her as a  thea tre  s ta r in 'a  trem endous ly  funny pe rfo rm ance ...w ith ...a  deep 
streak o f d is tu rb ing  pa thos ' w h ile  a  subsequen t M iss  P rism  in T h e  Im p o r ta n c e  o f  B e in g  
E a rn e s t  w as c ritic a lly  acc la im ed . [13] The su ccess  o f both p roductions w as re in fo rced  by the 
resourcefu l p rec is ion  o f John  G ie igud 's  d irection , and R u the rfo rd  w ou ld  repea t he r 
cha racte risa tions fo r the  c inem a, a recu rring  feature o f he r p ro fess iona l life.
A las ta ir S im  con tinued  w ith  regu la r theatre  w ork, read poe try  fo r BBC  radio b roadcas ts, 
appeared on the  new  m edium  o f te le v is ion  and com ple ted  an aston ish ing  24 film s  be tw een h is  
1935 debut and the  ou tb reak o f w ar. In 1936 he to ld  F ilm  W e e k ly s Sam  Heppner: 'A t firs t, I 
w as  not su re  if I liked  film s. The sequences are so d isconnec ted  and m echan ica l I though t I 
should have d iffic u lty  in 'ge tting into the  sk in ' o f the characte rs . B ut I soon  found tha t the  care, 
p rec is ion  and concen tra ted  ene rgy  tha t a ttends the  photographing  o f each  scene  consp ire s  to 
p itch  one in to  the  righ t fram e o f m ind '. [14] C e rta in ly  the  range o f cha ra c te rs  he is  a sked  to 
po rtray is a lm os t bew ildering  in its  scope, from  de tectives , jo u rna lis ts  and c rim in a ls  to  an 
insane  banker, a  m edium  and a genie! In h is hands the po ten tia lly  m ore o rd ina ry  pa rts  a tta in  
th e ir own spec ia l qua lity  o f ou ts ized  e ccen tric ity  wh ile  the m ore  o ffbea t ro les are o ften  
de libera te ly  downp layed to  m ake  them  m ore believable. H is  m ost su cce ss fu l inven tions - like  
A ngus G raham , the  p ries t in W e d d in g  G ro u p  (1936), jo u rna lis t Loch lan M acG rego r ('M a c ') in
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the T h is  M an' film s , and the incom petan t S ergean t B ingham  in the In spec to r H orn le igh se ries
- re iy  on a w inn ing  blend o f the  s ligh tly  s in is te r leavened w ith liberal doses o f hum our. M any o f 
h is film s  are m ore cha ra c te ris tic  than R u therfo rd 's  seven  o f D ep ress ion -e ra  tradem a rks. In 
som e, like  A  F ire  H a s  B e e n  A r r a n g e d  (1935) and K e e p  Y o u r  S e a ts  P le a s e  (1936) he p lays 
cha ra cte rs  - C u tte , a  dev ious s to re  m anager, in the firs t; D rayton , a w ily  law yer, in the  second
- w ho function  as obstac les to  the  p rog ress o f bum b ling  heroes, F lanagan and  A llen, and 
G eorge Form by, in th e ir sea rch  fo r the pot o f gold a t the  end o f the ra inbow ; in o the rs , like  A lf 's  
B u tto n  A f lo a t  (1938), h is  genie (E ustace) is the fa c ilita to r fo r the w ishes o f the C ra zy  Gang. In 
h is th ree  Je ss ie  M atthew s film s , G a n g w a y  (1937), S a ilin g  A lo n g  (1938), and C lim b in g  H ig h
(1939), h is se c re t de tec tive  Taggett, abstract pa in te r S y lve s te r and com m un is t M ax To llive r 
a re w e lcom e com ic  d ive rs ions  from  the rom antic  and o the r com p lica tions  o f the  he ro ine in 
these  B ritish  a ttem p ts  a t H o llyw ood -s ty le  escap ism . W ha tever th e ir ach ie vem en t today as 
pe rfo rm ances - N aom i S im  finds m any o f them  unm em orab le ca rica tu re s  ra the r than  cred ib ly  
real people - S im  bene fitted  from  a long app ren ticesh ip  w h ich  gave him  va luab le  e xpe rience  in 
the  m edium  as we ll as the  chance  to  w ork w ith  s ta rs  like  Edward  E ve re tt H orton , Jam es  
M ason, Jess ie  M atthew s, G eorge  Form by and The C razy  Gang, and d ire c to rs  o f the  ca libre  
o f D av id  M acD ona ld  and C aro l Reed. H owever, S im 's  m eeting w ith  the  p la yw rig h t Jam es  
B rid ie  a t the M a lve rn  Festiva l in 1939 a rguab ly had a  g rea te r im pact on h is  la te r ca ree r bo th  in 
the  thea tre  and the  c inem a. B rid ie  w ro te a  pa rt fo r S im  in m ost o f h is subsequen t p la ys, m any 
o f w h ich  S im  a lso  d irec ted  and took  out on tour. In addition, the young  G eorge  C o le  cam e to 
s ta y  w ith  the  fam ily  (includ ing  baby M erlith  bom  in A ugus t 1940) as th e ir evacuee , hav ing  m et 
S im  during  the  run o f C o tta g e  T o  L e t, la te r film ed, a t the  W yndham 's  Theatre. He w as the  firs t 
o f seve ra l u no ffic ia lly  adopted ch ildren whom  the  S im s looked  a fte r a t w hat becam e a  kind  of 
co un try  re trea t near H en ley-on-Tham es. [15] He appeared  in m any film s  and p la ys  w ith  S im  
o ve r the  nex t tw en ty  yea rs  and becam e a  life -long  friend . S im  w as am b itious fo r h im  and 
anxious  tha t he shou ld  speak so  tha t he m igh t be c le a rly  understood, conce rned  th a t he would 
be typ e ca s t as a  C ockney  com ic, but a lw ays denied  tha t Cole w as h is  thea trica l protege^ [16] 
S im  su re ly  had C o le 's  best in te res ts  a t heart as he w as  h im se lf on ly  too  aware o f being ca st 
as the  com ic  S co tsm an . It is iron ic , therefore, th a t the role w ith  w h ich  C o le  becam e  m ost
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c lo se ly  associa ted  in h is  adu lthood  w as as A rthu r D a ley in M in d e r  (1979-94)!
in a  sense  the Second  W orid  W a r w as a tem po ra ry sa v io u r fo r the  industry, and se rved  to  
engender the  h igher esteem  w ith  w h ich  the  B ritish  p roduc t w as rece ived  abroad. M any B ritish  
d irecto rs , like  A n thony A squ ith , S idney  G illia t and H erbert W ilcox, entered  a rtis tic  m a tu rity  and 
gave  S im  and R u therfo rd  oppo rtun itie s to  sh ine on the  w orld  s tage  (o r screen !). Both a c to rs  
contribu ted to  the w a r e ffo rt by tou ring  w ith  ENSA  - w ittily  renam ed by one wag: E ve ry  N ight 
Som eth ing Aw fu l - and pa rtic ipa ted  in a  re -exam ina tion  o f the  B ritish  cha racte r in such  film s  
as L e t th e  P e o p le  S in g  (1942), T h e  D e m i-P a ra d is e  (1943) and E n g lis h  W ith o u t T e a rs  (1944). 
S im  a lso  gave  o f h is  se rv ice s  in a  coup le  o f M in is try  o f In fo rm ation  sho rt film s, N e ro  (1940), 
about fuel conserva tion , and  H e r  F a th e r 's  D a u g h te r  (1941), abou t the tra in ing o f w om en as 
eng ineers. But, w ith  the excep tio n  o f S im 's  ra ther aw kw ard  p ro fe sso r in L e t  th e  P e o p le  S in g , 
none o f these  w a rtim e  film s  ye t b illed  them  above the  title , con firm ing  the  im p ress ion  o f both 
as m a jo r film  s ta rs  in w a iting  desp ite  the ir h igh-profile  thea trica l pedigree, w ith R u therfo rd  
ou ts tanding  in a  long run o f C ow a rd 's  B lith e  S p ir it, from  1941, and S im  success fu l in no few e r 
than th ree  B rid ie  p lays  - H o ly  Is le  (1941), M r  B o lf r y  (1943) and I t  D e p e n d s  W h a t Y o u  M e a n  
(1944) - and a  duai ro ie as C ap ta in  Hook and M r D arling  in J .M . B a rrie 's  P e te r  P a n  
(1941/1942). It w as  as though  the  e ccen tric s  fo r w h ich th ey  w ere  both a lready renowned on 
the  screen  w ere not ye t ready to  em erge  fu lly  fo rm ed  a t a  tim e  o f national and in te rna tiona l 
c ris is . B y  con tra s t the re  w as an  undeniable sense  o f p o s t-w a r re lease  in R u the rfo rd 's  
exuberan t M adam e A rca ti in B lith e  S p ir i t  (1945) and S im ’s unconven tiona l de tective  In spec to r 
C ockrill in G re e n  F o r  D a n g e r  (1946), w h ich  caught the  m ood o f the  tim e .
H owever, post-w a r op tim ism  w as sho rt-lived  and the  s ta te  o f the  B ritish  film  in dus try  
becam e m ore  confused . And  ye t, b y the  la te r fo rtie s /e a rly  fiftie s , ro les fo r e ccen tric  cha ra c te r 
ac to rs  like  S im , R u therfo rd , A lec  G u inness and o the rs had neve r been m ore  p len tifu l in the  
c inem a o r in the  thea tre . S im  m a in ta ined  his s ta r s ta tu s  a fte r the su cce ss  o f G re e n  F o r  
D a n g e r  w ith  h is appearances a s  the  re c lus ive  ch ild ren 's  au tho r in H u e  a n d  C r y  (1947) and h is  
ingra tia ting  fake  m edium  M r S qua les in L o n d o n  B e lo n g s  T o  M e  (1948), a lthough som e 
cons ide r h is  Irish  p rie s t in C a p ta in  B o y c o t t  (1947) le ss  than  ideal casting . A pa rt from  the  d ire  
M e e t  M e  a t  D a w n  (1946) in w h ich  R u therfo rd  po rtrays a sp irited  M adam e Verm ore l, he r next
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ro les a ttracted  c ritica l and pub lic  recognition, w he ther p lay ing  a cam eo fo r A squ ith  a s  a 
psych ia tris t in W h ile  th e  S u n  S h in e s  (1947), the  M azurka -dancing  N urse  C ary in M ira n d a  
(1948) o r a  de lig h tfu lly  e ccen tric  p ro fe sso r o f m edieva l h is to ry  in P a s s p o r t  to  P im lic o  (1949). 
Both ac to rs  sus ta ined  th e ir h igh p rofile  in the  theatre . S im  appeared in and d irected  th ree  m ore 
B rid ie p lays, T h e  F o r r ig a n  R e e l (1945), D r  A n g e lu s  (1947) and a  rev iva l o f T h e  A n a to m is t  
(1948), while  R u the rfo rd  w o rked  w ith Ivo r N ovello  in h is  P e rc h a n c e  T o  D re a m  (1945) and 
toured Am e rica  and  C anada  in a su cce ssfu l p roduction  o f T h e  Im p o r ta n c e  o f  B e in g  E a r n e s t  
(1947), th is  tim e  a s  Lady B rackne ll. M ore s ign ifican tly , she  appeared in John  D igh ton 's  fa rce  
T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  (1948) p rio r to  the m em orab le  film  ve rs ion  w ith A la s ta ir S im  
w hich was re leased  in 1950. In the ir personal live s  R u therfo rd  fina lly m arried  S tringe r D a v is  in 
1945 a fte r a  fifte e n -yea r courtsh ip , while S im  w as honoured by being appo in ted  R e c to r o f 
Edinburgh U n ive rs ity  in 1948. A t h is  insta lla tion in A pril 1949 he gave the  rectora l add re ss  on 
'The P h ilosophy o f Fo lly ' to  a  trem endous recep tion  from  the  s tuden ts w ho attended.
The early  1950s rep resen t a  peak o f s ta rdom  fo r S im  and  Rutherford. S im  appeared in one 
successfu l film  a fte r another, includ ing L a u g h te r  in  P a r a d is e  (1951), S c ro o g e  (1951), F o l ly  T o  
B e  W is e  (1952) and  A n  in s p e c to r  C a lls  (1954), won the  B ritish  C inem a E xh ib ito rs  popu la rity  
poll in 1950, w as aw arded  a  C BE  (1953) and again honoured by Ed inburgh U n ive rs ity  w ith  a 
doctorate (1954). A nd  ye t th is  paled into ins ign ificance  fo r h im  w ith  the death  o f Jam es  B rid ie  
in 1951. C lea rly  depressed , he to ld  R. Q u ilte r V incen t: 'It w as m y assoc ia tio n  w ith  Jam es  
B rid ie that kep t m e in te rested  in the theatre , a fte r J im m y 's  death I had no d es ire  to  
continue ...a ll the  fun  w as gone; it was then tha t I rea lised  it w as not a c tin g  I cared  abou t, or 
p lays fo r tha t m a tte r, bu t acting  in and p roducing  h is  p la ys '. [17] A cco rd ing ly , a fte r h is  la s t 
B rid ie play, M r  G ill ie  (1950), a lso  te levised, he abandoned the  stage fo r fiv e  yea rs. M a rga re t 
Rutherford w as s im ila rly  inundated w ith w o rk  a t th is  period, com pleting no le ss  than fou r film s  
alone in 1952, inc lud ing  a m emorable M iss P rism  in A squ ith 's  T h e  Im p o r ta n c e  o f  B e in g  
E a rn e s t  (1952), to  sa y  noth ing o f her thea trica l su cce sse s  as Lady W ish fo rt in C ong re ve ’s 
W a y  o f  th e  W o r ld  (1953) (again d irected  by  G ie lgud) and  the  W hite Q ueen  in A lic e  T h ro u g h  
th e  L o o k in g  G la s s  (1953/4) as well as a  poe try-read ing  tou r o f N o rw ay and D enm ark . 
H owever the s ta rring  ro les crea ted  fo r her in the  c inem a - M is s  R o b in  H o o d  (1952) and A u n t
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C la ra  (1954) - were d isappoin ting, sabotaged by poor sc rip ts  and la ck lu s tre  d irection ; and 
F rank B ake r's  p lay M is s  H a rg re a v e s  (1952), a lso  te lev ised , in 1950, opened to  a  lukewarm  
c ritic a l response. R u therford and her husband were a lso  deeply a ffe cted  by  the p rem atu re  
death o f Ivo r Novello , in 1951, w ho  had becom e a g reat personal friend.
The net re su lt o f the unce rta in  d irection  o f the  industry  in the ea rly  fiftie s  was a  sense  o f 
s ta s is  and stagna tion  by the  m idd le  o f the decade. Fo r S im  and R utherfo rd  th is  m ean t 
appearing in le sse r sequels - M a d  A b o u t M e n  (1954) and B lu e  M u rd e r  a t  S t  T r in ia n 's  (1957) - 
and  film s  like  A n  A ll ig a to r  N a m e d  D a is y  (1955) w ith its  unconv inc ing  m ix  o f genres. Even  
when  R u therfo rd  w as cas t in a  sa tis fy in g  role like  tha t o f M rs  Fazacke rlee  in T h e  S m a lle s t  
S h o w  o n  E a r th  (1957), about a  young  coup le 's  inheritance  o f a  fleap it c inem a, the  tendency  o f 
the  na rra tive  w as  to  look o ve r its  shoulder.
The turn ing  po in t fo r the in dus try  is  reckoned to  be the  em ergence  o f new  w ave film s  like  
R o o m  a t  th e  T o p  (1958) and  L o o k  B a c k  in  A n g e r  (1959), and a lthough  they  m ake  an 
im portan t con tribu tion  to  B ritis h  c inem a they do not represen t it a s  a  whole. S im  and 
R u therfo rd , fo r instance, p layed  no pa rt in the new  w ave , but ins tead  found w o rk  in 
in te rna tiona l film s  like  T h e  M il lio n a ir e s s  (1960) (S im ) and T h e  V .I .P .s  (1963) (R u therfo rd ) and 
on te lev is ion , a lthough  the se ism ic  cu ltu ra l and soc ia l upheava ls  o f the tim e  canno t fa il to  have 
had an im pact on th e ir p ro fess iona l lives.
B y  the beginn ing o f the 1960s both were  m oving in new  d irec tions. O n  one hand S im  
contined to  p rom ote  B rid ie 's  w o rk , w h ich  w as rap id ly  going ou t o f fash ion , re v iv ing  M r  B o lf r y  
a t the  A ldw ych  in 1956 and appearing  in te lev is io n  p roductions o f M r  G il lie  (1960) and T h e  
A n a to m is t  (1961); on the  o the r, he began to  cu ltiva te  new  friendsh ips w ith  w rite rs  like  W illiam  
G o ld ing  and M ichae l G ilbe rt w ho  re inv igora ted  h is  in te res t in the  thea tre . U n fo rtuna te ly  th is  
had the  e ffect o f d im in ish ing  h is  re liance  on the  c inem a, as s ta rring  ro les like  H aw kins  the 
a ssa ss in  in T h e  G re e n  M a n  (1956) gave  w ay to  guest appearances in film s  such  as  L e f t  
R ig h t a n d  C e n tre  (1959), h is  fina l pe rfo rm ance  fo r F rank Launder and S idney  G illia t. T h e  
M illio n a ire s s  (1960) p roved to  be h is  la s t feature film  until 1972.
M argaret R utherfo rd  too  began  to  re ly on guest appearances in film s, like  the  an im a l-lo v ing  
M rs  Dooley in N orm an W isdom 's  J u s t  M y  L u c k  (1957), the  a ris to c ra tic  A un t D o lly  in  the
- 17-
Bou lting  b ro the rs ' sa tire  I 'm  A l l  R ig h t  J a c k  (1959) and a h ila rious tu rn  as Lady V iv ian  opposite  
D anny Kaye in O n  th e  D o u b le  (1961). Perhaps th is  low er p ro file  m a ttered  le ss  to  he r as she 
still m anaged to  susta in  a  va ried  thea tre  ca ree r w h ich em braced  tou rs  to  A us tra lia  (1957/8), 
M a lta  (1960) and a run in New  Yo rk  (1960). H ow ever she w as sta rting  to  repeat herse lf, 
appearing  in p roductions o f T h e  W a y  o f  th e  W o r ld  (1956, as Lady W ish fo rt), T h e  Im p o r ta n c e  
o f  B e in g  E a r n e s t  (1957, as  Lady B rackne ll) and T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  (1957/8, as 
M iss  W h itchurch ). A  new  p lay a t the  G lobe in M ay 1961, D a z z lin g  P r o s p e c t,  resusc ita ted  the 
even  o lde r cha rac te risa tio n  o f B ijou  Furze (S p r in g  M e e t in g )  from  the 1930s! C lea rly  he r ca ree r 
needed a fresh  im pe tus. T a lk ing  to  D avid  Jacobs in January  1962 she rem arked : 'I seem  to 
see  a v is ta  o f w o rk  tha t I ve ry  m uch  like  the look o f and in w h ich  I can m ake  m y own w ay '.
[18 ] Fu rthe r question ing  revea led  tha t she w as th ink ing  o f a  new  p roduction  o f T h e  S c h o o l fo r  
S c a n d a l, as M rs Candour, aga in  d irected  by G ielgud. A t th is  po int in he r life  she  cou ld  ha rd ly  
have  im agined  tha t her m ost re cen tly  com pleted  film , M u rd e r  S h e  S a id  (1961), w h ich  she 
m en tions, would lead to  a second  w ave  o f s tardom  and co llabora tions w ith  O rson  W e lles and 
C ha rles Chaplin . T h is  new -found popu la rity  w as cem ented by  the  second  M iss  M arp le  film , 
M u rd e r  a t  th e  G a llo p  (1963), and he r scene-stea ling  D uchess o f B righ ton in T h e  V J .P .s  (1963) 
fo r w h ich  she won a  dese rved  B es t Supporting A c tre ss  O sca r. C iting  both film s  in he r award  
fo r F ilm  A c tre ss  o f 1963, V a rie ty  C lub  C h ie f B a rke r D avid  Jones described  he r as 'a  ve ry  
hot...de ligh tfu l and  wonderfu l p rope rty ', to  w h ich  she could  on ly  rep ly  tha t 'I'v e  neve r fe lt so 
e xc ite d  s ince  m y w edd ing day. [laugh ter] And be lieve  me it's  a lm ost too  m uch  fo r an old lady '.
[19] MGM , who financed  both film s , had a  m ost un like ly  new  asse t, who, a t the  he igh t o f he r 
fam e  (1963/4), w as  the ir h ighest ea rn ing B ritish  s ta r. She w as rewarded by  appearances on 
Am erican  te le v is io n  as a guest on Johnny C a rson 's  T o n ig h t  S h o w  {1963) and as co -p resen te r 
o f a  docum enta ry  T h e  S ta te ly  G h o s ts  o f  E n g la n d  (1964), and  honoured a t hom e w ith  an O BE  
(1961) and DBE  (1967). She had m et O rson  W e lles during the  film ing  o f T h e  V J .P .s  and sho t 
he r scenes as M is tre ss  Q u ic k ly  in the w in te r o f 1964 fo r h is  ce leb ra ted  ve rs ion  o f F a ls ta ffs  
rise  and fall in C h im e s  a t  M id n ig h t  (1966). B y a ll a ccoun ts  the  re la tionsh ip  w as  a  happy one 
desp ite  a som ew hat chao tic  shoo ting  schedule in Spain. She m uch adm ired  C haplin  too, and 
w as th rilled  to  w o rk  w ith  him  on h is  fina l film  A  C o u n te s s  F ro m  H o n g  K o n g  (1967), he r cam eo
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as  bedridden passenger M iss  G au lsw a llow  one o f the few  h igh ligh ts o f tha t dep ress ing ly  
un funny rom antic com edy. H er vo ice  and likeness were  a lso  used to  e ffe c t in a  ch ild ren 's  
an im ation  feature as the  eponym ous hero ine o f T h e  W a c k y  W o r ld  O f  M o th e r  G o o s e  (1967). 
B u t tim e  was running ou t fo r he r as poor health and old age took  th e ir to ll. A t theatre  
pe rfo rm ances  a  docto r w as frequen tly  in a ttendance, and while com p le ting  he r final film  
A ra b e lla  (1967) she s lipped  and b roke  a  hip, gam e ly  return ing  to  the  s tud io  from  he r hospita l 
bed to  fin ish  the dubbing. O n  the  s tage  she w as happy to  p lay M rs H e ide lbe rg  opposite  
A la s ta ir S im 's  Lord O g leby in a C h iches te r Festiva l p roduction o f T h e  C la n d e s t in e  M a rr ia g e  
(1966), but was le ss  su re  about he r final pe rfo rm ance  as  M rs MaJaprop in T h e  R iv a ls  (1966) 
w ith  Ralph R ichardson . To  Gwen R obyns she con fided : 'R igh t through  the  p roduc tion  I was 
haun ted w ith  the thought tha t I would d ry  up. M y m em ory  w as not as good as it had been and 
if I cou ldn 't rem em ber w ha t M rs M a laprop  had to  sa y  then I ju s t m ade up the  w o rd s ’. [20] She 
w as apprehensive  o f the  rev iew s bu t need not have  w orried  as he r con trib u tio n  w as  well 
re ce ived  by aud iences and c ritic s  a like . Keith B axte r, who w orked w ith  he r on C h im e s  a t  
M id n ig h t , rem em bered : 'She gave  an unfo rge ttab le  pe rfo rm ance , not sh irk in g  the  pantom im e- 
dam e aspec ts  o f the  characte r, bu t m in ing  the ro le  fo r all its  rom ance '. [21 ] If she  had 
reg re tfu lly  g iven up the  s tage she  w as s till hopeful o f fu tu re  film  roles. A s  late a s  1969 the re  
w ere  p lans fo r cha ra c te r cam eos in S o n g  o f  N o rw a y  (1970) and T h e  V irg in  a n d  th e  G y p s y  
(1970), but illness in te rvened  once again. In he r la tte r yea rs  she found tim e  and in c lina tion  to 
d ic ta te  an au tob iography, to  Gwen R obyns, and lived  to  ce leb ra te  he r 80th b irthday  in 1972, 
the  ye a r o f her death. H aving  se t as ide  h is  ca ree r to  devote  h im se lf to  supporting  h is  w ife , 
S trin ge r D avis  w as inconso lab le  w ithou t he r and d ied  a  few  m onths la ter.
In the  ea rly  s ix tie s  A la s ta ir S im 's  thea tre  ca ree r enjoyed m ixed  su cce ss . New  
co llabora tions  w ith  M ichael G ilbe rt - T h e  B a rg a in  (1961), and W in d fa ll (1963) - and  W illiam  
T re vo r - T h e  E le p h a n t 's  F o o t  (1965) - were liked , as w as h is  rev iva l o f C ap ta in  H ook in 
P e te r  P a n  a t the S ca la  Theatre (1963, 1964, 1968). H owever, ne ithe r h is  P rospe ro  in T h e  
T e m p e s t  (1962) no r S hy lo ck  in T h e  M e rc h a n t o f  V e n ic e  (1964) was m uch  adm ired . D avid  
S h ipm an  ca lls  them  'm is fire s ', and ye t it w as  in o lde r c la ss ic s  tha t S im  re -e stab lished  his 
repu ta tion . [22] H is C o lonel T a llboys  in S haw 's  T o o  T ru e  T o  B e  G o o d  (1965) a t the  E dinburgh
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Festiva l w as well rece ived  enough to  tra n s fe r to  the S trand  Theatre. C ritic s  and aud iences 
w ere  even m ore en thusiastic  about h is perfo rm ance  as Lord O g leby opposite  R u the rfo rd 's  
M rs  Heidelberg in T h e  C la n d e s t in e  M a r r ia g e  (1966) and e spec ia lly  h is M r P oske t in P ine ro 's  
T h e  M a g is tr a te  (1969) (both C h icheste r Festiva l p roductions) w h ich  en joyed  raptu rous 
rev iew s . Indeed the s tagey adap ta tion  o f P ete r B arnes’ p lay T h e  R u lin g  C la s s  in to  the  film  o f 
the  sam e nam e is  perhaps som e ind ication  o f where S im 's  heart lay when he w as fin a lly  
pe rsuaded  to  return to  the b ig sc reen  in 1972.
The B ritish  industry  had b lossom ed  in to  a kind o f rena issance  during  h is  absence , bu t by 
the ea rly  seven tie s the in jec tion  o f Am erican  m oney, w h ich  had susta ined  p roduction  during  
the  s ix tie s , w as le ss  fo rth com ing  during  a worsening  econom ic  c lim a te . In tru th , ne ithe r o f 
S im 's  o the r film  pe rfo rm ances o f the  1970s, in R o y a l F la s h  (1975) and E s c a p e  F ro m  th e  D a r k  
(1976), rep resen t h is bes t w ork, and h is  own screen  rena issance  w as m ore  fuelled by 
te lev is ion . He had no pa rticu la r fondness fo r the m edium , but re turned to  it repea ted ly  in h is  
la te r yea rs  because  o f the  qua lity  o f the  m ate ria l he w as o ffe red . He becam e m os t fam ilia r to  
the  v iew ing  public  as M r Ju s tic e  Sw a llow  in three se ries o f A .P . H erbert's  M is le a d in g  C a s e s  
(1967, 1968, 1971) w ith  its  soph is tica ted  ve rba l banter, a lthough h is  w onderfu lly  rich  
cha racte risa tions o f G enera l S u ffo lk  in W illiam  T revo r's  T h e  G e n e ra l's  D a y  (1972) and Fa ther 
P e rfe c t in T h e  P r o d ig a l D a u g h te r  (1975) were even m ore  im press ive . Th roa t cance r w as  
d iagnosed in 1975, but S im  rem a ined  dete rm ined  to  w o rk  if he could. H is  fina l pe rfo rm ance  as 
The  Earl in C live  D onner's  e xce lle n t BBCTV  film  R o g u e  M a le  (1976) (show n posthum ously ) 
m arked  an appropria te ly  e ccen tric  farew ell.
Both ac to rs  have reta ined  a  ce rta in  profile  s ince  th e ir dea ths w h ich  has ensured  th a t 
th e ir c inem atic  and te lev isua l legacy has continued to  be d iscu ssed  and savoured . T e le v is ion  
docum enta ries  about S im  appeared in 1983, 1993 and 1997, and the  N FT has held 
re tro spec tives o f h is w o rk  in 1997, 2000 (a tribu te ) and 2002. In addition, N aom i S im  re leased 
an accoun t o f he r life w ith  S im , D a n c e  a n d  S k y la r k :  F i f t y  Y e a rs  w ith  A la s ta ir  S im , w h ich  w as  
pub lished by B loom sbury  in 1987.
A  1980 new spaper a rtic le  revea led the fam ily  link between Ru therfo rd , Tony  B enn and the  
fam ily  tragedy. [See note 2 ] T h is  in form ation, w h ich  w as unearthed by D ebre tts , w as  exp lo ited
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in a  b iog raphy o f the po litic ian , and in D awn Lang ley S im m ons' ra ther se lf-se rv in g  b iog raphy - 
M a rg a re t  R u th e r fo rd  - A  B lith e  S p ir it , pub lished  by A rthu r B a rke r Ltd. in 1983. On the  occas ion  
o f R u therfo rd 's  cen tenary (1992) G w en R obyns expanded  on the c ircum s tances  su rround ing  
he r con tribu tion  to  the a c tre ss 's  ghost-w ritten  au tob iography in an a rtic le  fo r the  In d e p e n d e n t 
o n  S u n d a y , w h ile  Je ffre y  R ichards, P a tric k  New ley, A nw a r B re tt and G eo ffre y  M acnab  have 
w ritten  app rec ia tions o f her w ork. [23] The N FT m ounted a re tro spective  o f her film s  in 
O ctobe r 2000. B ut perhaps the  oddest tribu te  to  the  a c tre ss  was a d ream like  d ram atised  
po rtra it, b roadcas t by Channel 4, F o r  O n e  N ig h t  O n ly  (5 /10/93), in w h ich  she  w as po rtrayed  
by T im o th y  S pa ll! Thankfu lly  te rre s tria l and o the r te le v is ion  channe ls  regu la rly  sc reen  the  real 
thing, and the  best film s o f both a c to rs  a re con tinua lly  issued  and re issued  on v ideo  and DVD .
A  m easure  o f the ir success fu l in teg ra tion  in to  the  pub lic  psyche  can be gauged by tw o  
instances when th e ir re spective  im ages were  m issed  to  the  exten t tha t it w as  im ag ined  tha t 
they were  s till a live . In 1982 e lde rly  a c tre ss  Fab ia  D rake  w as m istaken  fo r R u therfo rd  (ten 
yea rs a fte r he r death!) a t a  m em oria l gathe ring  fo r Kenneth M ore; and re cen tly  S ir John 
M o rtim e r reca lled  to  N icky Cam pbe ll (R ad io  5 L ive, 15/11/02) tha t he had o rig ina lly  w an ted  to 
cas t A la s ta ir S im  as Rum pole (!) bu t 'cou ldn ’t because  he w as, un fo rtuna te ly , dead’!
A s ide  from  the sheer quan tity  o f w o rk  undertaken  by both acto rs, it seem s to  me th a t one 
o f the m ost s ig n ifican t aspects  o f th is  b iograph ica l su rve y  is the  p redom inance  o f the  thea tre  
in th e ir p ro fess iona l live s; and it is  th is  fa ce t I should  now  like  to  exam ine  in the  w ide r con tex t 
o f the com p lex  in te rre la tionsh ip  between the  thea tre  and the  c inem a pecu lia r to  the  B ritish  
scene .
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Alastair Sim, Margaret Rutherford: cinema and theatre in the British context
No study  o f M argaret R u the rfo rd  and A la s ta ir S im 's  film  appearances should 
underestim a te  the  s ign ificance  o f th e ir w o rk  in the thea tre. Indeed the ir pe rfo rm ances in both 
se rve  to  h igh ligh t the  in te rdependence  o f one m edium  upon the  other, a  cha ra c te ris tic  
spec ia lly  true  o f the  B ritish  scene . S im ila r tendencies are m arked  in o the r c inem a tic  cu ltu res, 
bu t the  pecu lia rities  o f the  B ritish  sys tem  reveal an a lm ost un iquely  in tense re la tionsh ip  w hose 
reverbera tions a re  s till ev iden t today.
I shall d is cu ss  the general in te raction  o f B ritish  c inem a and thea tre  from  an h is to rica l 
pe rspective , exam ine  the  d iffe ren t a cting  requ irem ents o f each, and su rvey  pa rticu la r film s  
w h ich  best illu s tra te  the  contest, if indeed  the re  is  one, between adap tations o f thea tre  and the  
crea tion  o f o rig inal sc reenp lays. H as  the  B ritish  theatre  es tab lishm en t ac tua lly  re stric te d  the  
w riting  o f o rig ina l m a te ria l fo r c inem a, and does it m atter, e spec ia lly  if the  re su lts  a re equally  
sa tis fy ing?  In o the r w ords, can e ithe r be e ffec tive  in the B ritish  con text?  A re  R u therfo rd  and 
S im  a llowed to  be as 'thea trica l' in an adaptation as they  can be 'film ic ' in a  s c rip t designed  
spec ifica lly  fo r the  c inem a - o r does it a ctua lly  res tra in  them ; and does the  ac ting  challenge  o f 
c inem a in fo rm  its  o lde r 's is te r' o r im pede  it? [1 ] To  answ e r these  and o the r ques tions I sha ll 
eva lua te  a  se le c tio n  o f the e x tensive  lite ra tu re  on the sub ject, inco rpora te  the  v iew s  o f a c to rs  
(includ ing  S im  and R u therford) and o the rs who have obse rved  the  w ays  in w h ich  the  industry  
operates, and use  the film s  th em se lve s  as exem p la rs  o f the  ebb and flow  be tween  tw o  
institu tions  w h ich  cou ld  ha rd ly  fa il to  ta ke  notice  o f one another.
B efo re  exam in ing  the  pa rticu la r con tribu tions  o f S im  and R utherfo rd , it is  pe rhaps use fu l to  
de te rm ine  the  m os t ev iden t d iffe rences  between the tw o  a rt fo rm s  w h ich  g ive  them  th e ir 
ind iv idua lity . W riting  in 1946, F rank S he lle y  be lieves tha t the  experience  o f going to  the c inem a  
is m ore supe rfic ia l than the  ritua ls  o f the  thea tre  w ith  its  sense  o f aud ience  
an tic ipa tion /pa rtic ipa tion , the d ress ing  fo r the  occasion , and the use  o f an in te rva l w h ich  
b reaks  up the  ac tion  and g ives both ac to rs  and specta to rs  a rest. He a lso  d raw s a tten tion  to  
the  m inu tiae  o f th ea trica l cou rte s ie s  and conven tions  w hereby ac to rs  es tab lish  a kind o f 
p sych ic  re c ip ro c ity  w ith  the ir aud ience  w h ich in tu rn  em phas izes  the  comm un ion  and sheer
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fun, not to  sa y  un iqueness, o f thea tre  as a live  even t. He concludes tha t 'the re  is  not enough 
challenge o r a tta ck  about the film  as we know  it, and that, com pared w ith  a thea tre  audience, 
a film  aud ience  rem a ins, even at the best pe rfo rm ances , de tached '. [2] W hat h is comm ents 
illu stra te  above  all (apart from  the fa c t tha t v irtu a lly  e ve ry  point he m akes  can be d ispu ted ) is 
the au tho r's  a lm o s t in stin c tive  b ias aga ins t c inem a. [3 ] Th is  is m ore su rp ris ing  in the con text 
o f a  new ly con fid en t pos t-w ar B ritish  film  indus try  but does confirm  the  on-go ing cen tra lity  o f 
the  thea trica l e xpe rience  in the cu ltu ra l life o f the  nation. H owever, S he lley is  m ore than 
cu rious abou t the  fu tu re  poss ib ilities  o f c inem a w h ich  he ra the r na ive ly  desc ribes  as a 
d is tilla tion  o f pa in ting , m usic , ballet and stage-acting  unified by a blending o f the v isua l, aural, 
k ine tic  and psycho log ica l under the  w a tchfu l eye o f a  poe tic  cam era. Roger M anvell, in h is 
1979 study, p ro v ides a  sharper defin ition o f film  as 'the p ro jection  o f a  recorded perfo rm ance  
tha t has been ...pe rfec ted  apart from  the  aud ience  [w h ich ] o ffe rs  a m inu te ly  observed , 
te chn ica lly  pe rfected , and deta iled rendering o f the  d ram a...[and ] on ly  flaw s  in te chn ica l 
p ro jection  can low e r the  standard  o f pe rfo rm ance '. [4 ] Th is  is  c lo se r to  the tru th , a lthough it 
ignores the  p robab ility  tha t constra in ts  o f tim e  and finance  m ight o ften  resu lt in the know ing  
inc lus ion  o f le ss  than  ideal pe rfo rm ances and te chn ica l shortcom ings in the fin ished  film . He 
acknow ledges  the  s tage p lay as a  b ranch o f lite ra tu re  w h ich  is on ly  rea lised  when it is 
pe rfo rm ed  in the  thea tre , while  a film  sc rip t is likened  to  'a  descrip tion  o f a  pa inting instead  o f a 
painting its e lf. [5 ] Again, like  Shelley, M anve ll's  rem a rks  could be in te rpre ted as fo reg round ing 
the  im portance  o f thea tre  ove r c inem a by v irtue  o f its  length ie r pe rfo rm ance  tra d itio ns  alone, 
a lthough h is  concep t o f the  'acting a rea ' concedes th a t film s  enjoy a g rea te r fle x ib ility  w hen  it 
com es  to  se le c tin g  environm ent o r location , its  photographic essence  libe ra ting  the 
screenp lay from  the  confines o f the s tage .
Both au tho rs a re  a lso  led to  d is cu ss  the  ro le o f the  newer m edium  o f te le v is ion . M anve ll 
cons ide rs  the  hybrid  o f ea rly  te lev is ion  d ram a w h ich  re ta ins the im m ed iacy  o f pe rfo rm ance  
w h ils t exh ib iting  m any o f the fea tures o f film  if no t its  sca le . O nce the  live  te le v is io n  p la y  is 
subs titu ted  by p re -recorded  d ram a the balance  sh ifts  m ore tow ards the s tanda rds o f film  
p roduction . In 1946 F rank S he lle y 's  experience  o f te le v is io n  is  n e cessa rily  m ore  p rim itive : he 
v iew s  the ups ta rt m edium  as a com prom ise  be tw een stage  and screen  w h ich  trie s  to  em body
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the best fea tu res  o f both. W h ile  he adm ires its 'd ram a tic  con tinu ity ', he regre ts the lo ss  of 
'pho tog raph ic  v iv a c ity ', find ing  te lev is ion  pe rfo rm ances  a t the  sam e tim e  ’life less and 
d ream like ', the  unva ry ing  ligh ting contribu ting  tow ards a  'pecu lia r m onotony'. [6]
F rom  the  vantage  po in t o f the  late 1970s Roger M anve ll a lso  cons ide rs the d iffe ring  ro les o f 
the  d ire c to r in c inem a and thea tre  in a re trospec tive  g lance  back to  the a u te u r  deba tes o f the 
fiftie s  and s ix tie s . B ut h is  ta lk  o f the  film  d ire c to r as m as te r s ty lis t and coord ina to r o f the 
p roduction  revea ls  a  ba s ic  de fic ie n cy  o f the  au teu ris t specifica tion  o f the  d ire cto r, who, 
how ever d is tin c tive , does no t w o rk  a lone but in con junction /co llabora tion  w ith  o the rs . The 
o rig ina l theo ry cou ld  be sa id  to  have over-p rom oted  the  d ire c to r's  role, a t the  sam e tim e  
underva lu ing  the con tribu tio ns o f the  w rite r, techn ic ians  and ac to rs  - hence the  p resen t s tudy . 
M anve ll does a t lea st adm it the  m odifica tion o f the  film  d ire c to r's  a u te u r  s ta tus , e spec ia lly  
when he o r she is  in vo lved  in adapting a  w e ll-know n novel o r s tage  p lay, fo reg round ing  the  
im portance  o f the  w rite r.
He is a lso  a live  to  the  econom ic conside ra tions  im pe ra tive  fo r the su rv iva l o f each  
m edium . He notes, fo r exam p le , the  g rea te r financia l com m itm en t required fo r a  film  than  a 
p lay, and it is  fo r th is  reason  a lone tha t so  m any top  box o ffice  film s a re adap tations o f a lready 
w e ll-know n lite ra ry  c la s s ic s  - one im m ed ia te ly  th in ks  today o f the  'Lo rd  o f the R ings ' 
phenom enon. F inancia l su cce ss  in the theatre , he be lieves, is  dependent on the length o f the  
run, the gradual w ip ing ou t o f the in itia l capita l co s ts , like  se t build ing, rehearsa l ove rheads, 
pub lic ity  e tc. and regu la r runn ing costs , while  a  film  is  dependent on in terna tional d is tribu tion , 
renta l to  TV , and now adays v ideo /DVD  rental and  sa les, w h ich  pa rticu la rly  a ids le ss  
com m erc ia l ven tu res .
O f course , w ha t the  B ritish  d ire cto r has a lw ays la cked  is the budget gran ted h is  H o llyw ood  
counte rpart, and w h ile  F rank S helley acknow ledges the  con tribu tions o f the  likes  o f C a ro l 
Reed, A n thony A squ ith , D av id  Lean and o the rs, h is  c ritique  tha t they  are de fic ien t in the 
'in tense  im ag inative  sw eep, the  unity, the  tota l a u th o rity ' o f the  Am e ricans  seem s harsh , 
especia lly  in th is  con tex t. [7 ] H is  conclus ion  tha t u ltim a te ly  film  m ust seek  its  own w ay and no t 
bo rrow  from  the thea tre  is m ore d isce rn ing , but appears to  have fa llen on la rge ly  dea f ea rs , at 
leas t as  fa r as the  B ritish  in dus try  is concerned.
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While S im  and R u therfo rd  w ere s till fledgling thea tre  ac to rs  in the  1920s, th is  film  indus try , 
o f w h ich th e y  w ou ld soon becom e a  part, w as in a  fa r from  hea lthy cond ition. It w as not ju s t 
tha t it s im p ly  requ ired  gove rnm ent in te rvention  to  p ro tec t and encourage  B ritish  c inem a 
aga inst the  hegem ony o f H o llyw ood  - hence the w e lcom e 'Q uo ta  A c t' o f 1927 - but, m ore 
pertinently, it needed a fre sh  a ttitude  o f m ind. M ichael B a lcon  comm ented :
In the  tw en tie s we w ere to  a g reat ex ten t m en ta lly  's tagebound '. W e looked 
to  the  thea tre  fo r m uch  o f ou r screen  m ate ria l and ou r ea rly  film s  would 
ce rta in ly  now  be ca lled  's tagey '. It w as no doubt w rong  o f us to  seek  to  
bask  in the  re flected  g lo ry  o f people like  Noel C ow ard ; we fo llowed  trends 
and d id not try  to  m ake  them . It w as doub ly  a  m is ta ke  to  lean on stage 
p la ys  because  we were  m aking  s ilen t film s , so  the  p la ys w ere deprived  o f 
th e ir ve ry  essence , the  w ords! [8]
He goes on to  po in t out tha t the  use o f success fu l s tage  p lays  d id not a lw ays  pay o ff - both 
C ow ard 's  E a s y  V ir tu e  (1927) (d irected  by H itchcock ) and T h e  V o r te x  (1928) (d ire c ted  by 
Adrian  B runei) fa iled  a t the  box o ffice . H owever, in the  e ra  o f sound, from  ano ther pe rspec tive  
- and excep ting  the  wealth o f new  sta rs, like G eorge  Form by, who em erged  from  the  m us ic  
hall - it w as  the  thea tre  w h ich  p rov ided  m ost o f the  rest, inc lud ing  S im  and R utherfo rd . They 
were both fo rtuna te  to  begin the ir w ork ing  lives in the  m id -1980s, en tering  a  film  in dus try  that, 
desp ite  pe riod ic  s lum ps, w as  rap id ly  gaining in se lf-con fid ence  and expe rtise , and w h ich , by 
the  m id -1940s, w as  c le a rly  an in ternational p layer. W e ll m igh t D ily s  Powell rem ark, in 1947, 
tha t B ritish  c inem a  'has long supplan ted  the thea tre ' as the  'c h ie f urban en te rta inm ent'. [9 ] A nd  
ye t tha t ha rd -w on  se lf-con fid ence  receded by the ea rly  1950s when som e o lder, la z ie r hab its  
o f the  th irtie s  re turned, like  the  au tom atic  adaptation  o f s tage  su ccesses , and it seem ed tha t 
the  c lose  bond be tween  thea tre  and c inem a w as rea ffirm ed  fo r good. It w as on ly  a  ce rta in  
rena issance  in the  fo llow ing  decade  w hich  p roduced film s  like  A  H a r d  D a y 's  N ig h t  (1964), if . . . .  
(1968), B lo w u p  (1966) and P e r fo rm a n c e  (1970) tha t A lexande r W a lke r p ra ised  fo r 'an 
au then tic  aesthe tic  fre shness  tha t hasn 't been d ra ined o ff from  the  thea trica l p roduc tion  o r the
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printed w ord ', be fo re  the  indus try  co llapsed  again in the  ea rly  1970s when Am erican  finance  
w as no longer fo rthcom ing . [10 ] B y the  tim e  o f B ritish  c inem a 's  nex t rebirth  in the  ea rly  1980s, 
and the  return o f thea trica l adap tations, both S im  and R u therfo rd  w ere long dead.
But the lin ks  between the tw o  a rt fo rm s  have a lw ays  am oun ted  to  m uch  m ore than the 
adaptation o f thea tre -de rived  m ate ria l fo r the c inem a. In B rita in , in the  ea rly  s ile n t days, as 
G eo ff B rown obse rves : 'F ilm s  o ffe red  s tage  ta len t tem pting  poss ib ilitie s  fo r w ide r aud iences 
and g rea te r in com e...T he  stage, in tu rn , o ffered  the  c inem a p re -so ld  pub lic ity , cu ltu ra l p restige , 
and a m ag ic  ga tew ay to  e cs ta tic  pa trio tic  rev iew s'. [11 ] B row n a lso  notes tha t un like the 
U .S .A ., where  the  cen tres o f film  (H o llyw ood) and theatre  p roduction  (B roadw ay) are fa r apart 
geographica lly, m os t B ritish  film  s tud ios like  E ls tree, Ealing, Denham  and Shepperton  are 
w ith in  easy reach  o f the W est End, w h ich  m eant tha t a  m easure  o f in te rp la y be tween  them  
was m ore like ly . Indeed c inem a looked  to  the thea tre  fo r ac ting  e xpe rtise  and a lso  found tha t it 
could p rov ide  a lready  crea ted  cha ra c te rs  and p lots. There  w as thus  little  inducem en t fo r 
w rite rs  to  con tribu te  new  c inem atic  m ate ria l, espec ia lly  as th e y  w ere  o ften  poo rly  paid and had 
little  say in how  th e ir w o rk  w as used. C ou ld  it a lso  be tha t th ey w ere som ew hat ove raw ed  by 
the  weight o f thea trica l trad ition  - hence  the  du tifu l re liance on S hakespeare , s ta tica lly  film ed , 
and a lbe it in abbrev ia ted  fo rm , before the  com ing  o f sound? E ven  then  sc reenw rite rs  w ere  
sub jec t to the  w h im s o f d ire cto rs and the scep tic ism  o f a c to rs . H owever, the  thea tre  w as  not 
a lw ays  a llowed to  have th ings  a ll its  own w ay and by the  1930s w as under cons ide rab le  
p ressure : no t on ly  had the  ta lk ie s  a rrived , cream ing o ff som e o f its  best p la ye rs  and bu ild ings 
(to cons tru c t the  new  'd ream  pa la ces '), but the BBC  w as fa s t deve lop ing  the  nove lty  o f rad io  
d ram a, while  the  genera l e conom ic  c lim a te  m eant tha t the notion o f bo ld and cha lleng ing new  
sc rip ts  w as re jected  in favou r o f som eth ing  fa r co s ie r and m idd le -b row , p la ys  w h ich  w ou ld  at 
least a ttra c t aud iences back  to  the  stage. E s the r M cC ra cken 's  com edy Q u ie t  W e d d in g  (in 
w h ich  M argare t R u therfo rd  p lays  a  sm a ll role in the  film  ve rs ion ) is  a  good exam p le  o f th is  
type o f late th irtie s  undem anding ente rta inm ent.
In the  fo rtie s , a t last, an es tab lished  c la ss ic  o f the  thea tre  like  S hakespea re 's  H e n r y  V  is 
g iven new  life  by Laurence O liv ie r and did not have  to  be pub lic ised  a s  an em b lem  o f cu ltu ra l 
p restige  (as in the  p rev ious decade) but s tands up conv in c ing ly  on its  ow n m e rits  as a  B ritish
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w ar film . The open ing ou t o f the  second  ha lf o f the  sc reenp lay in pa rticu la r d em onstra tes  tha t it 
is possib le  to  m a rry  c in em a tic  ve rve  w ith the bes t in thea trica l pe rfo rm ance  trad itions . It is 
a lso  due to  the  c ircum s ta n ce s  o f w a r tha t a  w rite r, a c to r and d ire c to r like  Noe! C oward w as 
able to  p roduce an  o rig ina l w ork o f c inem a like  In  W h ic h  W e  S e rv e  (1942) w h ils t re ta in ing  
m any aspects o f h is  own  thea trica l pe rsona lity  in h is  po rtraya l o f the  cap ta in  o f the  Torrin . 
H owever, D av id  Lean dese rves  m uch  o f the c red it fo r the  film 's  m ore c inem a tic  qua lities. 
G eo ff B rown reg re ts  tha t C ow ard ’s  subsequen t film s  (d irected  by Lean) d raw  on a lready 
e x is tin g  m ate ria l from  thea tre  p lays and do not deal d ire c tly  w ith  the  war, and ye t B r ie f  
E n c o u n te r  (1945) add re sses  the once  forb idden to p ic  o f adu ltery , a them e w ith  w h ich  m any 
w om en e spec ia lly  cou ld  iden tify  at a  tim e  o f leng thy separa tions from  th e ir husbands, w h ile  
B lith e  S p ir it  (1945) (w h ich  w as such  an im portant veh ic le  on s tage and screen  fo r R u therfo rd), 
desp ite  its  su rfa ce  w it, is  actua lly  m ore redolent o f a  da rke r m ed ita tion  on death and the 
a fte rlife . [12 ] B u t w here  Lean b rillian tly  d isgu ises  the  s tage  o rig in  o f B r ie f  E n c o u n te r , Noel 
C ow ard ’s dogm a tic  in s is te nce  on h is d ire c to r's  fa ith fu lness  to  the  s tage  p lay is su re ly  
instrum en ta l in reduc ing  the  c inem atic  appeal o f B lith e  S p ir it , desp ite  the  e ffo rts  o f the  d ire c to r 
and his crew . It is  ha rd ly  su rp ris ing  the re fo re  tha t the  irre conciliab le  tens ions  between  its  
thea trica l and film ic  e lem ents, to  sa y  nothing o f its  end less  p roduction  p rob lem s, w as  a 
con tribu to ry  fa c to r in caus ing  the fine ly  ba lanced co llabora tive  team  o f C ow ard  and Lean to  fa ll 
apart. B y the  tim e  o f A squ ith 's  T h e  Im p o r ta n c e  o f  B e in g  E a r n e s t  (1952) the re  is  no p re tence  at 
d isgu is ing  the  o rig in s  o f the  scrip t, and c inem atic  conven tions  a re a lw ays subse rv ie n t to  the  
s tru c tu re  and ve rba l fe lic itie s  o f W ilde 's  play. It is  thus unsurp ris ing  tha t the  film  is  now  
rem em bered  as a c la s s ic  on the s trength  o f its  pe rfo rm ances, and it seem s lik e ly  tha t 
A squ ith 's  unapo loge tic  thea trica lity , evident in  h is  adap tation  and the  resu lting  
cha racte risa tio ns, m ade  stage  s ta rs  like  Rutherford  and Edith  E vans fee! p a rticu la rly  a t ease . 
The d ire cto r’s  tre a tm en ts  were  adm ired  a t the tim e , a lthough, as D en is Form an obse rves : 
'one canno t he lp hoping  tha t he w ill m ake  m ore film s  from  o rig ina l sc rip ts , fo r in h is  own s ty le  
he su re ly  s till has  som e de lic ious  th ings to  g ive  u s ’. [13 ] Fo rm an 's  hopes w en t un rea lised  fo r 
the  m ost pa rt as m any o f A squ ith 's  la te r film s  concen tra te  on in creas ing ly  s todgy  adap ta tions, 
like  h is  ve rs io ns  o f S haw  in T h e  D o c to r 's  D ile m m a  (1958) and T h e  M ill io n a ir e s s  (1960), both
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fea turing A la s ta ir S im . Th is  la s t film  saw  S im  abandon the c inem a fo r o ve r a decade, and on 
h is return in the 1970s he chose  to  appear in P eter M edak ’s b loated screen  ve rs ion  o f P eter 
B arnes ' p lay T h e  R u lin g  C la s s  (1972), a lm ost as if noth ing in B ritish  c inem a  had changed in 
tw e lve  years .
A fte r th e ir fo rtie s and fiftie s  heyday, S im  and R utherfo rd  were  p robab ly  too  associa ted  w ith 
the estab lishm en t to  take  an a c tiv e  ro le in the so -ca lled  new  wave  o f B ritish  c inem a, in itia ted 
by R o o m  a t  th e  T o p  (1958) and L o o k  B a c k  in  A n g e r  (1959), and consequen tly  took no pa rt in 
it. D esp ite  the  w e lcom e these  film s  rece ived  fo r the ir new  breed o f w o rk ing  c la ss  an ti-he roes 
and th e ir re la tive  ou tspokenness abou t a ttitudes to  sex, m any have  questioned  th e ir m ore 
supposed ly  'revo lu tio na ry ' qua litie s. P e te r G raham  ha ils  th e ir pho tography and the genera l 
s tandard o f the pe rfo rm ances  bu t is  ra the r m ore doub tfu l if a  rena issance  has ac tua lly  taken 
place. [14] G eo ff B rown concu rs , com paring  d ire cto r Tony R icha rdson  to  a  reborn Basil Dean, 
fo r h is fondness fo r tu rn ing  p la ys  in to  film s, and h is  'ch ild like  fa ith  in loca tion  shoo ting  a s  a 
m eans o f obscu ring  the  m a te ria l's  thea trica l o rig ins '. [15] B rown a lso  rem inds us tha t ano the r 
o f the  s ta rs  o f the  new  wave, L in dsay  Anderson, d ire c to r o f T h is  S p o r t in g  L ife  (1963), had 
w orked  m ore  in the  thea tre  than the  c inem a, and tha t by the end o f the  decade m uch  B ritish  
c inem a deriv ing  from  the  thea tre  w as conten t fo r the  cam era  to  reco rd  ra the r than in terpre t. 
W hile S im  decided  to  re trea t back  to  the  s tage during  the  s ix tie s , R u therfo rd  en joyed her 
g rea tes t su cce ss  in the c inem a la rge ly  due to  a  ch a ra c te r (M iss  M arp le ) who o rig ina tes not 
from  the  thea tre , nor is she  a  new  c in em a tic  creation, but is  sourced  d ire c tly  from  lite ra tu re .
In a  1954 in te rv iew  w ith  P ic tu re g o e r ,  Angela B est no tes tha t M arga re t R u therfo rd  had no 
pa rticu la r p refe rence  fo r film  o ve r thea tre  acting. Indeed R u therfo rd  rem arks : 'I like  to  change 
from  one to  another. B ut I don 't app rove  o f long runs in the  thea tre . I like  a  n ice  change o f 
rou tine '. [16 ] B est goes on to  sugges t tha t R u therfo rd 's  sc reen  cha ra c te risa tio ns  a re  so 
ind iv idua l tha t the  a c tre ss  m ust have  o ften  w ritten  he r own  d ialogue. R u therfo rd  ag rees: 'Again 
and again I have p layed  about w ith  d ia logue...! have  pu t th ings  in m y  own language, the 
language tha t I feel is  righ t when I'm  p lay ing  the part. And  action, too, fo r both a re dependent 
on the o the r'. [17] To  he r b iog rapher, Gwen R obyns, R u therfo rd  con fides tha t had she not 
been so  consum ed by acting  she m igh t w e ll have becom e a w rite r because  o f he r enduring
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fasc ina tion  w ith  w ords and the ir appropria tion in lite ra ture . She a lso  con firm s her need to 
a lternate between p iays  and film s, dec la ring : ‘I have a lw ays  thought o f the  stage as m y  true  
career and would neve r have  wanted to  p lay in film s  fu ll tim e . The stage , I feel, is  the m other 
o f it a ll'. [18] And ye t, as if tom  between them , she continues:
There  is  som eth ing  exh ila ra ting  about film -m aking  because  a lthough the 
technique d iffe rs  so  m uch  from  the stage it has an in tim a te  m agic  o f its 
own. U n like  a  p lay, in  w h ich  you  can g row  in to  a  pa rt during  rehearsa ls , in a 
film  you r re ac tions  and em otions m ust be instan taneous. Y ou  m ust be 
p rec ise  and econom ica l in yo u r exp ress ions  rem em bering  tha t fleeting 
changes o f light and shade on you r fea tu res a re  v is ib le  to  eve ryone  and not 
m ere ly  to  the  firs t row  o f the s ta lls . [19]
She a lso  acknow ledges the  im portance  o f the d irec to r and o the rs in crea ting  the  un iqueness 
o f a  c inem atic  pe rfo rm ance , a lthough she believes tha t its  lu strous e ffe c t on the  sc reen  is 
often e lus ive . She rem a ins g rate fu l fo r he r tra in ing  in e locu tion  w h ich  taugh t her, am ongst 
o the r th ings, to  m odu la te  the  dynam ics  o f her vo ice. She en joys the  d iffe re n t 'rh y thm ' o f film  
w ork even  if she m isse s  the  con tact w ith  a live  aud ience. Her com pensa tio n  is  a  new  
connection  w ith  the cam era  crew  and ex tra s  w ith  whom  she  finds a  le ve l o f com m un ica tion  
a lm ost m ore im portan t than  w ith  he r co -s ta rs .
U nlike S im , R u the rfo rd  w as the  be tte r qua lified to  o ffe r he r obse rva tio ns on 
film  and theatre  in B rita in  and Am e rica  having d iv ided  he r w ork ing  life  between the tw o . 
A lthough she  becam e an in te rna tiona l s ta r in the 1960s, she on ly  m ade one film  in H o llyw ood  
- O n  th e  D o u b le  (1961), s ta rring  Danny Kaye. During  its  p roduction  she  w as im p ressed  by 
'the ex trem e p ro fe ss iona lism ' o f a  c rew  w ho seem ed 'to  com m un ica te  by te lepa thy ', the e ffe c t 
o f w h ich  made her scene  'flow  into o rder'. [20] O ne can on ly  guess a t the  m ore ad hoc na ture  
o f film -m ak ing  she w as used  to  a t home! However, du ring  a 1963 v is it to  the  U .S .A . to 
p rom ote T h e  M o u s e  o n  th e  M o o n  (1963), she w as le ss  en thus ia s tic  abou t the  'H o llyw ood  
hokum  pub lic ity '. [21 ] She w as a lso  a regu la r v is ito r to  the  Am erican  s tage  w here  she  becam e
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all too  aw are  o f the power and  in fluence o f firs t n ight c ritic s  espec ia lly  in New  York, w hose 
com m en ts  could  c lose a p roduction  be fo re  the  pub lic had had a chance  to  m ake  up its  own 
m ind. B u t desp ite  the  m utual a ffe ction  be tw een  R u therfo rd  and her Am erican  aud iences, from  
the  1940s onwards, she  w as a lw ays  m ore com fo rtab le  a t home, both pe rsona lly  and 
p ro fess iona lly . A fte r a  bout o f depress ion  in 1966, she re turned to  w o rk  in the  B ritish  theatre  
fo r the penu ltim a te tim e, as M rs  He idelbe rg  (opposite  A la s ta ir S im 's  Lord O g leby) a t the 
C h iches te r Festiva l p roduction o f T h e  C la n d e s t in e  M a r r ia g e . For he r it w as  'ju s t the  kind  o f 
the rapy tha t I needed...The ve ry  a ir o f a thea tre  seem s to  rev ita lise  m e'. [22 ]
S im  m igh t well have endorsed  such  sen tim en ts a lthough it is  im probab le  tha t he v iew ed  
the  business  o f acting  in the  thea tre  as qu ite  so  m ys tica l and inexp licab le  an experience . L ike  
R u therfo rd , he found it d iffic u lt to  s ta te  a  p refe rence  fo r s tage  o r screen . N aom i S im  be lie ves 
tha t a lthough  he a lw ays en joyed  film ing, the  thea tre  w as m ore im po rtan t to  h im , p a rticu la rly  
a fte r d iscove ring  Jam es B rid ie 's  w ork in w h ich  he ac ted  and d irected  w ith  a lm os t m iss io na ry  
fe rvou r. [23]
In the  1930s S im  w as on ly  ju s t beginn ing to  m ake  h is  m ark as a film  a c to r and any  idea  o f 
s ta rdom  w as  less  p ressing  to  him  than ju s t earn ing h is  liv ing. [24 ] in  the  w ake  o f h is  e leva tion  
from  the  ranks  o f cha racte r a c to rs  to  a  fea tured sta r, comm en ta to rs w ere  on ly  too  re ady to  
a ttrib u te  h is  su ccess  in the  c inem a to  h is  thea trica l tra in ing . [25] H owever, S im 's  love  o f 
thea tre  w as  seve re ly  dented by  B rid ie 's  death in 1951. N aom i S im  cons ide rs  th a t th e ir friend  
w as  'the sou rce  o f a ll the  m ost in te resting  w o rk  th a t A la s ta ir had e ve r done and he w as 
irrep la cab le '. [26 ] And it is  ev iden t tha t S im , when in te rv iew ed  fo r the  fina l tim e  during  the  
film ing  o f A n  In s p e c to r  C a lls  (1954) in D ecem be r 1953, w as still deep ly  dep ressed  both 
pe rsona lly  and p ro fess iona lly . [27] He a ffirm s  tha t he w ill continue to  m ake  film s  bu t on ly  
'p a rts  in p ic tu re s tha t are not like ly  to  do ha rm ...[and ] film s  tha t are no t m is lead ing , o r w ill not 
crea te  fa lse  va lues ', suggesting , a t the  sum m it o f h is ach ievem en t in the  c inem a, a  ce rta in  
d isenchan tm en t w ith  the indus try . [28] M aybe  th is  s tem m ed  in pa rt from  the  re la tive  la c k  o f 
oppo rtun ity  he had as a m a jo r B ritish  s ta r to  bring B rid ie 's  w o rk  before a  w ide r (c inem a -go ing ) 
aud ience . T rue , B rid ie co -sc rip ted  H itch co ck 's  S ta g e  F r ig h t  (1950) in w h ich  S im  g ive s  su ch  a 
na tu ra lly  re laxed  perfo rm ance  as  C omm odore  G ill; and S im  w as su re ly  in strum en ta l in  u rg ing
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the  screen  adapta tion  o f B rid ie 's  w a rtim e  stage p lay I t  D e p e n d s  W h a t Y o u  M e a n  as F o lly  T o  
B e  W is e  (1952), in w h ich  he pe rfe c tly  captu res the essence  o f the  good-na tu red, bum bling  
a rm y  chapla in, C apta in  P aris . B u t ne ither film  d isp lays the coherence and cons is ten cy  of 
g rea t c inem a, and S im  w as fo rced  to  tu rn  h is a tten tion  to  o ther m edia  to  p rom ote  B rid ie 's  
w o rk, rev iv ing  M r  B o lf r y  on the  s tage  in 1956 and M r  G ill ie  on te lev is ion  in 1950 and 1960. 
A fte r a  te le v is io n  p roduction  o f T h e  A n a to m is t  (1961), S im  gave up, perhaps because  B rid ie 's  
w o rk  w as rap id ly  going out o f fash ion, bu t a lso  because  h is own ’the rapy ' w as  to  cu ltiva te  the  
friendsh ip  o f new  w rite rs  like  W illiam  Golding, M ichael G ilb e rt and W illiam  T revo r w ho  all 
p rov ided  h im  w ith  ro les tha t reaw akened  h is  thea trica l sens ib ility .
U n like  R u therfo rd , S im  had  a le ss  than happy re la tionsh ip  w ith the U .S .A .. He m ade no  
film s  the re  and h is  experience  w as confined to  a  pe rfo rm ance  as The C ard inal in  C liffo rd  
B ax 's  p lay T h e  V e n e tia n  a t the  M asque  Theatre , New  York (O ctobe r-D ecem be r 1931). N aom i 
S im , in her b iog raphy, re co rd s that:
He hated  Am e rica  - the  rush  and bustle , the loudness, the  need o f so  m any 
o f the  m en to  appear tough  in case they  were thought to  be w eaklings  - afi 
these  th ings m ade him  ill a t ease and his le tte rs  w ere filled  w ith  longing to  
be hom e...H e  neve r w en t back, no m atte r w hat the  financia l inducem ent, 
and it w as  sad in a  w ay  because  in tim e  Am e ricans becam e pa rticu la rly  
app rec ia tive  o f h is  w o rk . [29]
If both a c to rs  found it d iffic u lt to  sa y  w hether they p re ferred  the c inem a to  the  thea tre , th e y  
held ra the r d iffe ren t v iew s about the  new est m edium  - te lev is ion . W hen S im  re turned fo r the  
th ird  se ries o f M is le a d in g  C a s e s  (1971) he to ld  p roducer John Howard D av ies tha t he w as  
a ttra c ted  b y  the  m ateria l itse lf ra the r than the m edium . [30] B y  con tra st R u therfo rd  cou ld  te ll 
an in te rv iew er as late as 1966 tha t te lev is ion  represented  a 'new  phase  o f w o rk ' fo r her, 
adding  tha t it w as  'a lw ays  ra the r te rrify in g  you know '. [31 ] T h is  is m ore su rp ris ing  when one 
rea lises  tha t she had a lready  appeared in five  sm all sc reen  p lays, gues t-s ta rred  fo r F rankie  
H owerd  and been in te rv iew ed  by Johnny  C arson  in Am erica . H er las t te le v is io n  con tribu tio n  is
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a w eek o f reading B ea trix  P o tte r s to ries  fo r ch ild ren  on J a c k a n o r y  (1966), a lthough th is  does 
not su rv ive  in the  BBC  a rch ives . The p rogramm es tha t are s till ava ilab le  reveal the a c tre ss , 
when in terview ed , to  be ne rvous and uneasy desp ite  the  respect and obvious  a ffection  o f the 
in te rv iew ers . The excep tion  is her contribution  to  the  V a r ie ty  C lu b  A w a rd s  F o r  1 9 6 3  (1964). 
A ccep ting  he r aw ard  she is genuine, s ince re  and hum orous, but it soon  becom es c lea r tha t 
she  is  unaware o f the  cam eras and tu rns  her vo te  o f thanks to  the  V a rie ty  C lub  in to  a 
pe rfo rm ance  - not fo r noth ing is  it som etim es re fe rred  to  as her 'G rande  D am e ' speech. By 
com parison , it is  te le v is io n  w h ich  p rov ided  S im  w ith an  Indian sum m er o f opportun ities, from  
h is  Ju s tice  Sw a llow  in M is le a d in g  C a s e s  (1967, 1968, 1971) and Am os S ta rkadder in C o ld  
C o m fo r t  F a rm  (1968) to  tw o  w e ll-rece ived  p lays, T h e  G e n e ra l’s  D a y  (1972) and T h e  P ro d ig a l 
D a u g h te r  (1975), a s  w e ll as a fine va led ic to ry  pe rfo rm ance  as The Earl in C live  D onne r's  BBC  
film  R o g u e  M a le  (1976).
It seem s appropria te  a t th is  po in t to  d iscu ss  S im 's  ro le as a  thea tre  d irec to r, a  s ta tu s  not 
experienced  o r sough t by R u therfo rd . U n like  her, S im  sta rted  d irec ting  ea rly  in h is ca reer, 
appearing  in and p roducing  am ateu r theatre  and la te r the m ore soph is tica ted  ve rse -d ram as  
w h ich  were to  b ring  him  to  the  a tten tion  o f the p ro fe ss iona ls  in the  business. He hoped tha t 
th is  recognition w ou ld  conv in ce  the London im p re sa rio s  tha t he w as ready to  becom e a 
p ro fess iona l thea tre  d irec to r, bu t he had to  w a it until the  B rid ie  yea rs  (the 1940s) before he 
rea lised  th is  am b ition . In her fina l te lev is ion  in te rv iew  Naom i S im  s ta te s  that: 'he had a lw ays 
w anted  to  be a d ire c to r m ore than anyth ing  e lse ', w h ich  is  w orth  bearing in m ind when we tend  
to  th in k  o f him  so le ly  as an ac to r, and in he r b iog raphy she  expands on he r husband ’s m ethod 
fo r d irecting  s tage  p lays, th e ir w ork ing  toge the r and h is  p reparation  fo r a  film  role. [32] Fo r 
exam ple , she re co rds tha t as an a c to r S im  'cou ld  neve r se ttle  to  the se rio us  lea rn ing  o f lines 
until he saw  e xa c tly  how  the  d ire c to r was going to  se t up the  scene and w ha t h is  own m oves 
w ere  going to  be', and  how  she would on ly  be adm itted  to  v iew  the rushes o f the p rev ious  day, 
w ith  the  d ire c to r's  pe rm iss ion , if S im  was p leased  w ith  h is  pe rform ance. [33 ] O f course , he 
neve r actua lly  d irected  a  film , a lthought he cam e c lo se  on a couple o f o ccas io n s . In S c ro o g e  
(1951) S im  w orked  harm on iously  w ith d ire c to r B rian  Desm ond H u rst, apa rt from  one 
instance , when h is  suggestion  tha t a  scene  w ith  Ka th leen  H arrison  be re loca ted , w as firm ly
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re jected. H u rs t seem s to  have  reasserted  h is  au tho rity , a lthough Rona Anderson , w ho  p lays 
A lice , has sa id  tha t she w as on ly  d irected  by S im . [34] Perhaps th is  a ccoun ts  fo r the  
sho rtcom ings o f a  film  whose  d ire c tion  and perfo rm ances seem  cu rious ly  at odds, and  w hy  it 
a ttra c ted  decided ly  m ixed  re v iew s  a t the tim e. It is poss ib le  to  a rgue - see  be low , page 155 - 
fo r instance , tha t H u rs t's  ab rup t trans itions between scenes in terrup t the  flow  o f ce rta in  
pe rfo rm ances (includ ing S im 's ) and the  tendency o f the  d ire cto r to  open ou t the  na rra tive  
aw ay from  S crooge  h im se lf has the  e ffe c t o f underm in ing the im pact o f S im 's  centra! 
characte risa tion . Fo r exam p le , by reposition ing  Kath leen H a rrison 's  m ain scene  w ith  S im  on 
the  s ta irs , ra the r than  up in h is  bedroom , H urst d raw s the  v iew e r's  a tten tion  to  her po in t-o f- 
v iew  instead o f S im 's . P o ten tia lly  it is  poss ib le  tha t the  fina l cu t m igh t have been im p roved  by 
S im 's  co -d irection , and ce rta in ly  h is  m ost convinc ing  and m em orable  pe rfo rm ances  reg is te r 
on the  screen  when he seem s to  have  been a llowed m ore  leew ay by p roduce rs  and d ire c to rs . 
M any o f these  pe rfo rm ances  a re in film s  p roduced  by the  Launder and G illia t team , indeed, 
th e ir in itia l plan fo r T h e  G re e n  M a n  (1956) w as fo r S im  to  co -d irec t the  film  w ith  R obert D ay. 
H ow ever, S im  w ithd rew  o ve r casting  d isagreem ents, and the inexperienced  D ay  w as 
partnered w ith  B asil Dearden to  d ire c t the film  in co llabora tion  w ith  Launder and G illia t. Again, 
both N aom i S im  and G eorge Co le  recall inc iden ts  w here  S im  'd irected ' ce rta in  scenes , 
a lthough w he ther th is  am oun ted  to  m ere ly  rehearsing  the a cto rs  o r som eth ing  m ore  te chn ica l 
th e y  do not say. [35 ] U nsu rp ris ing ly , w ith  fou r (nearly  five !) d ire cto rs a t the  he lm , the  fin ished  
film  is  uneven s ty lis tica lly , a lthough S im 's  a ssass in , H aw kins, rem a ins one o f h is  m ost 
com pe lling  screen  crea tions. W hen  S im  tem pora rily  abandoned the c inem a  in 1960, it w as the 
thea tre  tha t o ffered  him  the  chance  to  d ire ct p lays by M ichael G ilbe rt and W illiam  T re vo r, and 
it w as  on ly  the  re la tive  fa ilu re  o f the  la tte r's  T h e  E le p h a n t 's  F o o t  (1965) w h ich  saw  him  
abandon th is  a spec t o f h is a rt to  concen tra te  on acting  a lone, a  dec is ion  w h ich  soon  bore fru it 
w ith  the  rev iva l o f h is ca ree r firs t on stage, then on te le v is ion  and fina lly, as a  m uch  loved  and 
respec ted  sen io r cha rac te r s ta r, in the  cinem a.
Perhaps the  reason S im  and R u therfo rd  say re la tive ly  little  about the  c ra ft o f ac ting , neve r 
m ind  the  d iffe rences  between c inem a  and theatre , is th a t it w as taken  le ss  se rio u s ly  am ongst
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ac to rs  o f th e ir generation . S im  in pa rticu la r w as confron ted by a  continu ing d ilem m a w hereby 
his natura l inc lina tion  as a teache r and encourager o f h is  younge r co lleagues in the p ro fess ion  
w as se t aga inst a  s tubborn  re fusa l to  court any k ind o f pub lic ity , so  tha t the ve ry idea o f 
pon tifica ting  to  the  p ress  about the  business o f ac tin g  w as ana them a to  him . C ha rle s 
H am b le tt's  innocen t inqu iry  in a  1950 P ic tu r e g o e r  in te rv iew  about the reasons fo r h is  sc reen  
su cce ss  is m et w ith: ’Laddie, I’ll no g ive  aw ay trade  secre ts . I'm  a S co tsm an  w ith  a  liv in g  to  
m ake '. [36] Indeed, S im  seem s keen  no t on ly  to  avo id  any m easure  o f se lf-ana lys is  bu t to  
d em ys tify  the  whole p rocess o f pe rform ing , w ha teve r the  m edium . H is  s tud io  b iog raphy fo r 
L a u g h te r  in  P a ra d is e  (1951) inc ludes the  thought tha t: 'w e  a re a ll ac to rs ...and  we are a cting  all 
the  tim e ', a  th row aw ay line to  be su re , but ha rd ly a den ia l tha t he took h is  own w o rk  anyth ing  
but se rious ly . [37] Thank fu lly  o the rs o f h is  and R u the rfo rd 's  con tem pora ries and su cce sso rs  
in the bus iness  have  been m ore expansive , and th e ir com m ents and observa tions , based  
upon p rac tica l experience , fo rm  a  use fu l coun te rba lance  to  the  we ight o f c ritica l theoris ing .
Bert C ardu llo  e t al. in th e ir 1998 su rve y  conside r tha t B ritish  ac to rs  do no t a lw ays  v iew  the  
stage and screen  as opposites, sense  the rea lities o f the  c inem a 's  com m erc ia l im pe ra tive , 
and, a long  w ith  the  Am ericans, rem a in  le ss  theo re tica l and idea lis tic  than  m ost E uropeans. 
[38] W riting  in 1937, when S im  and R utherfo rd  w ere  new  to  the industry , R obert D ona t 
a ccu ra te ly  iden tifie s 'a  ce rta in  snobbery am ong stage  a c to rs  where film ing  is  concerned ; th e y  
look upon it as a  ra the r boring, w e ll-pa id  jo ke '. [39] Laurence  O liv ie r concurs , reca lling  h is  firs t 
v is it to  H o llyw ood  in 1930, when he w as  've ry  snoo ty abou t m oving  p ic tu res. I w en t fo r the  
m oney...and  the  chance  o f fam e '; and desp ite  the  oppo rtun ities  g ranted to  him  in B ritis h  film s  
o f the  th irtie s  by A lexande r Korda and o the rs:
I s till desp ised  the  m edium ; I fe lt unhappy in it, and w as us ing m ost o f m y 
ene rgy  try in g  to  build s trong  pe rfo rm ances  on the  s tage  in the  even ings, 
a fte r shoo ting  all day in the  s tud ios. K orda 's  E ng lish  c rew s and e le ctric ians , 
too , thought film s were inconside rab le  because  th ey  were  to  do  w ith  an 
ephem era l and un tru stw o rthy  th ing ca lled  en te rta inm ent. They had not 
leam t respect fo r the m edium . [40]
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By con tra s t D onat fee ls  he had to  w o rk  harder to  m aste r the  in trica c ie s  o f the film  acting. O f 
these , the m ost im po rtan t w as the  cam era 's  uncom p rom is ing  and un fla tte ring  p resence  
ve rsus  the  live  response  o f a  thea tre  audience. He a lso  found tha t w a tch ing  the rushes w as 
use fu l, a ffo rd ing  the  a c to r the  opportun ity  to  s trive  con tinua lly  to  pe rfec t a  pe rform ance. The 
u ltim ate, fo r him , w as  to  de live r the  bes t w o rk  poss ib le  b y  a com bina tion  o f honesty, in te g rity  
and tru th . Ten yea rs  on, E ric  P ortm an  recogn ises the  va lue o f concen tra tion  fo r the  film  acto r, 
adm its  tha t even  a  poor pe rfo rm ance  can  be 'rescued ' by a sk ilfu l ed ito r, and decides  it is 
ne ithe r looks no r the  vo ice  tha t m ake  a  film  star, but pe rsona lity . H owever, he concludes  by 
em phasiz ing  the bene fits  o f s tage tra in ing  wh ich he be lieves  is  o f g rea te r va lue than w o rk  as a 
film  extra . [41]
The notion o f being a  film  s ta r, o f cou rse , did not appeal to  m any B ritish  a c to rs , inc lud ing  
A la s ta ir S im . M ichael R edgrave , in a  sum m er schoo l lec tu re  to  the  BFI a t the  Ed inburgh 
Fes tiva l in 1954, a c tua lly  re fe rs  to  it a s an 'ave rs ion ' w h ich  am ounted  to  'nausea '. [42] In h is 
address  he a sse rts  the  p rim acy  o f h is  stage creden tia ls  and concludes tha t a  lapse o f 
judgm ent led h im  in to  film s , and one senses  the  com p le te  absence  o f a  film  s ta r cu ltu re  in 
B ritish  c inem a, a long  w ith  the  lingering sham e assoc ia ted  w ith  w ork ing  in the  in dustry . H is 
adv ice  to  younge r a c to rs  is  to  se le c t from  a  range o f re sou rces , va lue spon tane ity  and learn 
from  o the r a c to rs  and d ire c to rs . A nd  ye t he seem s unconvinced , frus tra ted  a t hav ing to  p lay 
scenes w ith  a c to rs  new  to  him  and uncerta in  o f the  im p ress ion  he is  actua lly  m ak ing  on the 
screen . It is p rec ise ly  th is  a sse t w h ich  Am erican  a c to r M ichael Pate be lieves e ve ry  pe rfo rm e r 
should deve lop, 'the  ab ility  to  "see" h im se lf on the sc reen  as o the rs see h im ...a  d iffic u lt ta sk  
but one ve ry  ne cessa ry  fo r p roper se lf-c ritic ism '. [43 ] The a rt o f acting  in film s, he be lieves , is 
based la rge ly  upon obse rva tion  and a  k ind  o f m ys tica l apprec ia tion  o f the  sk ill and m ag ic  o f 
the g rea t pe rfo rm e rs o f the  past - he nam es Spencer T ra cy  and Ka tharine  Hepburn. He a lso  
m akes the  connec tion  between  the  need fo r an a c to r to  p ractise  h is  o r her c ra ft in the  con te x t 
o f the  econom ics  o f the  film  bus iness . For instance , he righ tly  po in ts  out that, un like  the 
thea tre 's  'con tin uous stream  o f thought, speech  and ac tio n ', film  is com posed o f m any short 
scenes, sho t ou t o f sequence , and thus dem anding a  h igh leve l o f concen tra tion  and sheer
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pro fe ss iona lism . [44 ]
C la ire B loom 's  1982 au tobiography dem onstra tes tha t little  about B ritish  a ttitudes  seem s to 
have  changed. S he  desc ribes  pe rfo rm ances in film s  as 'in stam a tic  ac ting ', is d ism iss ive  of 
the  'M e thod ', desp ite , o r perhaps, because o f the  fa c t tha t her firs t husband  (R od  S te ige r) w as 
tra ined  under tha t sys tem , and a ffirm s, as d id R u therfo rd : 'the stage, w here, to  m y m ind, it s till 
coun ts  m ost. T ha t's  where I sta rted , th a t's  w here  the  w o rk  I wanted to  do w as being done 
[and ]...the re 's  no a c tre ss  in England o f any im po rtance  who hasn 't m ade her name on the 
stage , w hose ca ree r doesn 't continue on the  s tage, even  if she does film  o r te le v is io n '. [45] O n  
th is  las t po int she  d isagrees  w ith D ona t's  a sse ssm en t in 1937, that few  w ere  su cce ss fu l in 
both m edia, in d ica ting  tha t m aybe the re  has been a  change in th is  instance . B loom  does 
concede  though  the  im portance  o f a  d ire c to r in film s  who can guide  you  th rough  a 
perfo rm ance , m om en t by m oment, in co llabora tion  w ith  an editor, som eth ing  im poss ib le  on 
the  stage.
Laurence  O liv ie r exp re sses  s im ila r re se rva tio ns  abou t 'M e thod ' acting, bu t adm its  th a t the  
ra zo r sharp  fo cus  o f film  w o rk  taugh t him  a  g rea te r s in ce rity  when he re tu rned  to  the  s tage. 
But, desp ite  the  range and breadth o f m edia  in w h ich  m odem  ac to rs  w o rk , h is  true  a lleg iance  
is  s till to  the  thea tre . He concludes:
m uch as I love  these  m edia ...they canno t tru ly  show  what it is  like  to  have 
been the re . O nce  prin ted they w ill n e ve r change...There  w ill neve r be the 
sm e ll o r the  adrenalin  on ce llu lo id . The  real m om ent w ill have gone. F ilm  is 
the  d ire c to r's  m edium , te lev is ion  the  w rite r's , but the  thea tre is the  ac to r's .
W hen the  a c to r is on stage, it is  he and  he a lone who d rives  the  m om ent.
[46]
Even if one a ccep ts , as O liv ie r appears to, the  au teu ris t function  o f a  film  d irec to r, one can 
su re ly  a rgue tha t desp ite  the passing  o f w ha t he ca lls  'the real m om ent', the  s ig n ificance  o f 
film  is tha t it p re se rve s  pe rfo rm ances w h ich  in the  thea tre  linger on on ly  in re v iew s  and the 
increas ing ly  un re liab le  m em ories o f aud iences w ho w ere p resen t at a  pa rticu la r p roduction .
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M ichael C a ine 's  1990 m anual adopts a m ore  even-handed and in te rna tiona lis t approach , 
indeed, desp ite  h is thea tre  tra in ing  and ea rly  te le v is ion  experience , h is lo ya lty  m igh t seem  to 
re s t w ith  the c inem a w here  he has ach ieved  h is g rea tes t success, w hen in fact he ju s t 
regards it as d ifferen t, even  com p lem enta ry, to  the  s tage. H is s tance  as  a pe rfo rm e r is 
re fresh ing ly  'unacto rish ', a  descrip tion  w h ich  can  a lso  be app lied  to  h is com m en ta ry. [47 ] He 
s tre sse s  the  need fo r concen tra tion  and tru th fu lness  in pe rform ance , and ra the r than the  m ore 
in trus ive  cam era  p resence  described  by R obert D onat (see  above), he be lie ves tha t the  best 
s tra teg y  fo r the  a c to r is to  im agine  tha t it 'ju s t happens to  be the re '. [48 ] He no tes tha t the 
continu ing dem ands o f te chno log ica l change have  a  s ign ifican t e ffe c t on aud ience  
expecta tions ; a lso, tha t the  m odem  ac to r shou ld  be aw are  o f the im portance  o f ass im ila tin g  
the  s trugg les o f real people w ho try  hard not to  show  th e ir fee lings. A bove  all, ac ting  on  the 
screen  is le ss a  business o f perfo rm ing , ra the r o f ju s t being, w ith the c lo se -up  as the  m ost 
cruc ia l c inem atic  dev ice  fo r revealing  sub tle ties  o f though t and em otion. He com pa res both 
types  o f acting  to  a  m edica l operation, and where  the thea tre  would use a  sca lpe l, the  c inem a  
a lase r, em phasiz ing  th a t a lthough, in ce rta in  in stances, the  sca le o f film  pe rfo rm ance  is  
sm a lle r, its  in tens ity  m ay be as powerfu l. He a lso  underlines the im po rtance  o f the  a c to r's  
reaction  and h is /he r need to  lis ten  to  fe llow  perfo rm ers, especia lly  in c lose -up . A nd  ye t, in 
sp ite  o f th is , he rem a ins sym pa the tic  to  the  theatre  a c to r fo r whom  it can  be d ifficu lt to  a ccep t 
tha t because o f the w ay  m ov ies  are m ade (w ith  th e ir scenes film ed  ou t o f o rde r and 
som etim es necessita ting  the  phys ica l absence  o f som e  o f the cast, e tc .), o the r a c to rs  
pe rfo rm ances  are no longer h is /he r concern . B ecause  o f th is  d isc ip lin e  is  all im po rtan t, 
e spec ia lly  when an a c to r has the te rro r o f de live ring  on ly  one line. And C a ine sum s up  film  
acting  in one w ord  - re laxation .
Ian R ichardson p rov ides  an in te resting  con tra s t to  C a ine, but w he the r he is  typ ic a l o f 
m odern  B ritish  a c to rs  is  d ifficu lt to  a ssess , com pounded by the fact th a t h is in te rv iew e r - 
C aro le  Zucker, an Am e rican  - is not w ithou t he r own  p re jud ices, va lue  judgm en ts  and 
s te reo types when it com es  to  com paring the  a ttribu te s o f each  coun try 's  c inem a and stage  
perfo rm ers . For exam p le , in her pream b le  she cha ra c te rise s  the B ritish  (fo r Am e ricans) as 
'the  g reat s tage  a c to rs ' and Am ericans  (fo r the  B ritish ) a s  'the ones w ho  ac t tru ly  from  the
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gu ts ’, adding tha t B ritish  pe rfo rm e rs  p resen t 'v igour, au tho rity , com p le x ity  and em otiona l 
dep th '. [49] S u re ly  it can be argued tha t the re  is  a no less  d istingu ished  ro s te r o f g rea t 
Am e rican  stage  pe rfo rm e rs  w h o  possess  som e, if not all, the qua lities she iden tifie s as 
in trin s ic a lly  B ritish . She a lso  a ccuses  Am erican  ac to rs  o f 'behaviou rism ', and ye t the re  m us t 
be m any who g ive  cred ib le  pe rfo rm ances  w ithou t resou rce  to  th is  tra it, not to  sa y  B ritish  
a c to rs  w ho  adop t it. In addition, she believes th a t B ritish  a c to rs  are m ore adap tab le  w hen  it 
com es  to  pe rfo rm ing  in d iffe ren t m edia, and ye t the re  a re as m any instances o f Am e ricans  
w ho su cce ss fu lly  c ro ss  ove r from  one to  the  o the r as the re  are B ritish  a c to rs  w ho  dogged ly  
re ly  on one m edium  to  earn th e ir liv ing; and as we know  a lready, w h ile  S im  exp re ssed  little  
p re fe rence  as to  pa rticu la r m edia, R utherford d is liked  te le v is io n  to  the  ex ten t tha t one  canno t 
im ag ine  he r se ttlin g  down to  a  leng thy s tin t in a  s itua tion  com edy, fo r instance .
H ow ever, Ian R icha rdson 's  subsequen t com m en ts  p rov ide  a  use fu l sum m ary  o f the  
deba te so fa r. He de fends the  restra in t, contro l and te chn ica l po lish  o f S ta n is la vsky , the  need 
fo r tru th fu lness, and pa rticu la rly  h is own exacting  vo ice  tra in ing , aga inst the  'M e thod '. He 
desc ribe s  the  la tte r as p robab ly  what m ost ta len ted  a c to rs  m ight do anyw ay bu t be lieves : 
'W ha t is  w rong  w ith  it is  tha t it igno res the  techn ica l to o ls  such  as p ro jection  and c la rity  o f 
d ic tion , and how eve r tru th fu lly  you m ay be fee ling  som eth ing , if nobody can  hear o r 
understand  w ha t you 're  say ing, it's  a  to ta l w as te  o f tim e '. [50] (One is  rem inded  o f e a rly  
ob je c tio ns to  M arlon  B rando 's  screen  pe rfo rm ances.) R icha rdson 's  'tru th ' s tem s p rim a rily  
from  h is  obse rva tio n  o f the essence  o f cha racte r, body language and so on, and he th in ks  th is  
shou ld  be revea led  m ost e xp re ss ive ly  on the  sc reen  th rough  the  eyes. He d is lik e s  d ic ta to ria l 
d ire c to rs , p re fe rring  instead those  who collaborate  w ith  the  ac to rs . A  sa lie n t d iffe rence  from  
the  Am e ricans  is  the  notion o f B ritish  pe rfo rm e rs  as 'jobb ing a c to rs ' w ho w ill take  on any  role, 
how eve r sm a ll. The  problem  fo r Am e ricans , he be lieves, is  tha t they a re le ss  like ly  to  a ccep t 
m ore  in te res ting  w o rk  when it is inev itab ly  poore r paid. In te res ting ly , he notes tha t a lthough  
B ritis h  s ta rs  a re no t paid the  equal o f the ir Am erican  coun te rpa rts , supporting  a c to rs  a c tu a lly  
re ce ive  be tte r financia l rewards. However, he d isapp roves  o f the  quan tity  o f the H o llyw ood  
m ov ie 's  budget cu rren tly  re se rved  fo r the s ta rs  as it m eans le ss  fo r eve ryone  e lse  in vo lved  in 
the p roduction . He concludes by rem arking  tha t the re  a re  m any eve r-chang ing  s ty le s  o f
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acting, and cha ra c te rises  the  English  as 'understa ted  and dependen t] heav ily  on nuance and 
irony ', som eth ing  o f w h ich  the re  is  a  co rrespond ing  la ck  in the  Am erican  trad ition . [51]
A s a  c la ss ica l a c to r it is  in te resting  tha t R ichardson can s im u ltaneously  en thuse  abou t a 
founder o f the  m ode rn is t schoo l like  S tan is la vsky  w h ich  perhaps sugges ts  tha t a  fus ion  o f the 
best e lem ents o f both m igh t be benefic ia l fo r som e a cto rs , where  trad itiona l pe rfo rm ance  s k ills  
and the observa tion  o f o the rs can function  in tandem  w ith  the  ab ility  to  live  the  cha racte r one is 
portray ing  to  the  fu lle s t exten t. O the rs  d isagree, v iew ing  the  c la ss ica l (rep resented  by the 
D ide ro t/C oque lin  theo ry ) and m odem  (e laborated by S tan is la vsky , P udovkin  and B rech t) a s a 
d ire c t opposition , w h ich  R ichard  D ye r has described  as 'a c ting  from  the  ou ts ide  in: acting from  
the ins ide out'. [52 ] H ow ever, the repe rto ry  sys tem  on w h ich  both S im  and  R utherford  cu t th e ir 
tee th  is  dom ina ted a lm os t en tire ly  by the  p recep ts  o f the  fo rm e r, cha ra cte rise d  by a  p rec is ion  
and a tten tion  to  de ta il, a m otiva tion  based  on a re levance  to  the  p lot, an em phasis  upon 
a rticu la te  voca l sk ills , and o ften  a  know ing separation  o f the  a c to r from  th e ir role - som eth ing  
e spec ia lly  tru e  o f ch a ra c te r acting. Law rence  S ha ffe r has comm ented :
In the  fin es t cha ra cte r acting ...the  audience  is  s till vague ly  aware  that 
s trings  are being pulled, tha t the  a c to r has concocted  specia l tra its  fo r h is 
role. E ffo rt a lso  show s when an ac to r tends to  im pose  ce rta in  fac ia l and 
voca l m anne rism s...[w h ich ] are ev idence  o f s tra in  and s tre ss  on the acting 
appara tus. The ac to r is not 'w ith  it' but s tra in ing  to  'do it'. Iden tifica tion  and 
invo lvem en t a re a t an ebb. [53]
Th is  seem s la rge ly  true  o f S im  and R u the rfo rd 's  acting  s ty le  a lthough one m ay question  the  
idea tha t th e ir sense  o f iden tica tion  and in vo lvem ent a re a t an ebb when  they dem onstra te  
such  a com m itm en t to  the  p ro jection  o f ro les in w h ich th e y  a re ind ispu tab ly  p laying  ve rs io n s  o f 
them se lves . S ha ffe r's  rem arks  are a lso  m ade w ith  the  bene fit o f h indsigh t and the  
deve lopm ent o f the  'M ethod '.
In 1946, F rank S he lle y lis ts  the v irtues  o f stage acting  in o rde r o f im portance . They a re : 
cha racte risa tion , aud ib ility , tim ing, tid iness  (o f m ovem ent, gestu re  and position ), 'lift' (o r sp irit),
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a ttack, pace/tem po, response  (to o ther pe rfo rm ances) and inven tion  (va ry ing  tone, gesture, 
pos ition and 'b u s in e ss '). Som e a re se lf-exp lana to ry; o the rs, like  'lift' o r a tta ck , so  e lu s ive  tha t 
on ly  a  dem onstra tion  could  poss ib ly  reveal the ir true  nature. He be lieves though tha t on ly 
cha rac te risa tion , tid in ess , response  and inven tion  a re im po rtan t fo r the  screen  ac to r. O ther 
a ttribu tes are now  the  p rov ince  o f the d ire cto r and h is  crew . For h im  the essen tia l d iffe rence  
between the  tw o  is  m a rked  by a sub tle r flu id ity  on the  screen  as opposed to  the  suddeness o f 
m ovem en t on the stage; the  stage 'a tta ck ' seeking  to  dom ina te  the  a ttention , the  screen  
appearance  to  hypno tise  and seduce  its  audience. F o r th is  reason he conside rs  sc reen  acting 
the m ore  'in te lle c tua l', w h ich  from  a  B ritish  point o f v iew  h igh ligh ts  a  like ly  d iffic u lty  fo r a c ritic  
o f h is genera tion  w ith  h is  an ti-in te llectua l bias, and pe rhaps exp la ins  a  ce rta in  p red ispos ition  
aga inst c inem a inheren t in h is  book. [54 ] B y the tim e  o f M ichael B illing ton 's  T h e  M o d e m  A c to r ,  
H am ish  Ham ilton , (1973), the re  is  a fa r g rea te r aw a reness o f theo re tica l concerns, inc lud ing  
the  g row th  o f va rio us  m yths  surrounding  the p rocess  o f screen  acting. O ne o f these , he 
suggests, is  tha t it rem a ins  a m ys te ry  to  all bu t those  a lready pa rtic ipa ting  in the  indus try , 
especia lly  ac to rs  a rriv in g  from  the  stage. Th is  is  d isp roved  by the num ber o f thea tre -tra ined  
ac to rs  on the  screen . O ne  is a lso  conscious o f the  au tho r's  scep tic ism  o f the  then  cu rren t 
trend  fo r a u te u rs  and d ire c to r's  c inem a, m ain ly  because  it appears to  re legate the  bus iness  o f 
acting to  ju s t 'a  sm a ll pa rt o f the  to ta l aesthe tic  des ign ', but a lso , m ore  c ru c ia lly , tha t it 
in te rfe res w ith  the  de lica te  balance between actor, w rite r and d irecto r, w h ich  B illing ton  regards 
as sac rosanc t if the  fina l re su lt is to  em erge a t a ll sa tis fa c to rily . [55] A nd  it is  th is  re la tionsh ip  
tha t is so  im po rtan t in the  c inem atic  experience  o f both S im  and R u therfo rd . W here w ould  S im  
be w ithou t the w riting -d irecting -p roducing  pa rtne rsh ip  o f Launder and G illia t, o r R u therfo rd  
w ithou t d ire c to rs  like  A squ ith , Lean and George P o llock , and w rite rs  like  C oward and Terence  
Rattigan? In turn, w here  would th ey  be w ithou t the  va rie ty  and ind iv idua lity  rep resen ted  by 
cha rac te r a c to rs  o f S im  and R u therfo rd 's  calibre?
W hen one a c tua lly  exam ines  the  film s o f both a c to rs , it soon becom es ev iden t tha t ce rta in  
p reconcep tions are p roved  fa lse . For examp le , one 's  genera l im p ress ion  is tha t m os t o f th e ir 
w ork is based upon o rig ina l thea tre  p lays. In fact, on ly  17 o f S im 's  55 film s  de rive  from  the  
thea tre, and on ly  13 o f R u therfo rd 's  45. There is  a lso  a sense  tha t both pe rfo rm e rs  w ere
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con tinua lly  appearing in film  ve rs io ns  o f the ir own stage  w ork; th is  is a lso  untrue, w ith  
R utherford  and S im  rep ris ing  on ly  fou r each  o f th e ir thea tre  roles. T he ir o the r film s m ay  be 
use fu lly  d iv ided  in to  those  w h ich  de rive  from  lite ra tu re  o r som e o the r source  (S im , 2S; 
R u therfo rd , 16) and o rig inal sc reenp la ys  (Rutherford, 16; S im , a  m ere 9).
T h is  la s t s ta tis tic  dep ress ing ly  con firm s  the sca rc ity  o f o rig ina l m a te ria l accep ted  fo r B ritish  
film s  during  m uch  o f the  pe riod  when  both acto rs  were  a c tiv e  in the  indus try . But the handful 
o f new  sc rip ts  no t em ana ting from  p lays  o r lite ra tu re from  th e ir th irtie s  film s  does not a lw ays  
guaran tee a  sa tis fa c to ry  ou tcom e. Ingram  D 'A bbes and Fenn S he rie 's  screenp lay  fo r B ig  
F e lla  (1937) is p rim a rily  a  veh ic le  fo r Paul Robeson, bu t som e o f the  m inor ro les a re  
cons ide rab ly  underw ritten , inc lud ing  R u therfo rd 's  nanny; apparen tly  he r five  p rev ious sc reen  
ro les, to  sa y  noth ing o f he r thea tre  w o rk , counted fo r little  here, a  m isca lcu la tio n  by the w rite rs , 
the  ed ito r (who c le a rly  cu ts  one o f he r tw o  scenes) and the d irec to r. However, A .R . 
R aw lin son 's  fa rc ica l com edy M is s in g  B e lie v e d  M a r r ie d  (1937) g ives R u therfo rd  m ore  o f a 
chance  w h ich  she g rasps  w ith  gus to  as hectoring a ris to c ra t Lady Parke , even though the  
overa ll e ffe c t o f the  film  is  an unevenness  o f tone and s ty le . C lea rly  the  in tention  o f the  w rite r 
w as to  fea tu re  the new  com edy pa rtne rsh ip  o f Ju lien V edey and W a lly  P a tch  as s tree t tra de rs  
w ho look a fte r a  beautifu l he iress  (H azel Te rry) a fte r a  s tre e t braw l. T he ir characte rs  a re 
rea lis tic  and conv inc ing  in them se lves , but, as a  c ritica l no tice  o f the  tim e  observes : 'th e y  
rece ive  little  help from  the  s to ry  and le ss  from  the  d ire c to r. There  is  fa r too  m uch ve rba l 
haggling and re liance  on pa in fu lly  obv ious  thea trica l tric k s '. [56 ]
A la s ta ir S im  is lu ck ie r w ith  the  co llabora tive  team  on T h is  M a n  is  N e w s  (1938). N o t on ly  
does the  film  exh ib it som e v isua l s ty le  (like  the g litte ring  title s  and num erous w ipes), bu t it is 
le ss  inh ib ited  when it com es to  dep ic ting  a suspense fu l scene  c inem atica lly . P a rticu la rly  
g ra tify ing  fo r S im  is  the fa c t tha t h is  cha ra c te r role ca rrie s  equal d ram a tic  w e ight w ith  the  leads 
(B a rry  B am es and V alerie H obson), and the liberal use  o f hum our is  neve r a llowed to  de ra il 
the  na rra tive 's  fina l so lu tion  o f the  m ys te ry . Roger M acD ouga ll, A llan  M acK innon  and B asil 
D earden w ro te  the  sc rip t in c lo se  consulta tion w ith  d ire c to r D avid  M acDona ld  and the  
su ccess fu l resu lt, a  so rt o f E ng lish  'Thin  M an', led to  a  sequel w ith  the  sam e team  (inc lud ing  
the three  p rinc ipa l ac to rs , but m inus Dearden), T h is  M a n  in  P a r is  (1939), and a  fo llow -up, L a w
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a n d  D is o r d e r  (1940). M acD ouga ll a lso  penned S im 's  e ffe c tive  if hamm y w a rtim e  short, N e ro
(1940), and h is  s tage  p lay w as  the  basis  fo r E s c a p a d e  (1955). And the  on ly  o the r orig ina l 
w o rk  fo r the  c inem a  in w h ich  S im  partic ipa ted  a t the  tim e  w as  a  second  w a rtim e  short, H e r  
F a th e r 's  D a u g h te r  (1941), w hose  cred its  te ll us tha t Donald Bull w as responsib le  fo r the  s to ry , 
s c rip t and com m en ta ry . Bull sk ilfu lly  fu rn ishes an am using  vehic le  fo r S im  in th is  8 -m inu te  
d ram a  w h ich  m ixes  a fic tiona l scena rio  w ith  an instruc tiona l vo ice -ove r to  encourage  w om en 
to  tra in  as eng inee rs - a  sm a ll sca le  exam p le  o f genre coa lescence  cha ra c te ris tic  o f the 
period.
The tw o  film s  w h ich  p recede R u therfo rd 's  s tardom  in B lith e  S p ir it  (1945), are ro les new ly 
crea ted  fo r the  c inem a, pagean t o rgan ise r and loca l do -gooder R owena Ven tno r in T h e  D e m i-  
P a ra d is e  (1943) and e ccen tric  a ris toc ra t Lady B eaucle rk in E n g lis h  W ith o u t T e a rs  (1944). 
Bo th show  her to  advan tage  and desp ite  rev iew s o f the day  tha t s ing le  ou t he r pe rfo rm ances, 
she  ev iden tly  responds  w ell as pa rt o f an ensem ble  cast. T h is  is  revea led in scenes  o f pub lic  
dec lam ation  and those  o f a  m ore  eve ryday nature. Indeed, her firs t appearance  in T h e  D e m i-  
P a ra d is e , w hen  she  m ee ts Ann  (Penelope D ud ley-W ard ) and a bem used  Ivan (Laurence  
O liv ie r) and in s is ts  th e y  accep t a  flow e r fo r 'D a isy  D ay ' - rem ark ing  'G ive  a  m ite  to  save  a 
m ite ' - is a  pe rfe c t illu s tra tio n  o f he r e ffe c tiveness  in the b rie fest tim espan  - abou t fifteen 
seconds. B y  con tra st, the  tw o  pageants a llow  her a  ce rta in  p rom inence  in busy crow d 
scenes , d ressed  in approp ria te ly  regal costum es, exhorting  he r fe llow  pe rfo rm e rs  and w aving 
he r a rm s a round  like  a s lig h tly  deranged tra ffic  policem an. S im ila rly , R u the rfo rd 's  Lady 
B eauc le rk  in E n g lis h  W ith o u t T e a rs  is  p resented  w ith  the  challenge o f an add ress to  the 
League o f N a tions w here  she  speaks  out robustly  aga inst the  eating o f b irds - 'T h is  p rac tice  
m ust cease  fo rthw ith !' - to  incom prehension and m u rm u rings o f d iscon ten t a round  the  hall 
w h ich  she m is ta kes  fo r in te rest. Tak ing  a m om ent fo r her audience  to  abso rb  he r w o rds, she 
s ip s  a g lass o f w a te r, m u tte ring  w ith  d isda in  to  no-one in pa rticu la r: 'y e s te rd a ys !', a  te lling  
exam p le  o f the  a c tre s s ’s ab ility  to  convey m om ents o f p riva te  in tim acy  in the m ost pub lic 
space . A  m ore  hom e ly, bu t equally  m em orable, sequence  o ccu rs  la te r in the  sam e film  when 
an innocuous little  m an (Ivo r B arnard ) b rings gas m asks  to  he r house. A t firs t she is  re s is tan t 
to  them , not unde rstand ing  th e ir purpose, but when he in s is ts  they w ill be use fu l e spe c ia lly  if
- 44-
w a r com es, she  s its  down e xpec ta n tly  - 'w e ll, th is  is all v e ry  thea trica l’ - and a sks  h is name. 
W hen he te lls  he r it is ’Q u ill’ she  is  am used  by the av ian  conno tation  and consen ts to  having  
he r gas m ask strapped  on, but, as she w restle s w ith  it soon  com p la ins tha t she cannot 
brea the. It is  a  sham e  tha t d ire c to r Haro ld F rench  did not m ake  m ore o f th is  com ic  m om ent as 
the  fade a t the  end o f the  scene  seem s p rem atu re . Ana to le  de G runw a id  w ro te  the 
sc reenp la ys  fo r both film s, the  second  w ith  Terence  Rattigan. H ow ever ne ithe r the ir 
adap ta tion  o f R a ttigan ’s a lready dated  p lay W h e n  th e  S u n  S h in e s  (1947) no r De G runw a ld 's  
la te r a ttem p t at a  m u lti-face ted  na rra tive , in n o c e n ts  in  P a r is  (1953), m a tches the  qua lity  o f 
th e ir p rev ious w o rk . In the second , the richness  and w a rm th  o f the ea rlie r film s  is  rep laced  by 
a m ore  fa c ile  descen t into ea sy  s te reo types and feeb le  a ttem pts a t hum our. D esp ite  th is  
R u the rfo rd 's  a rtis t and S im 's  gove rnm en t o ffic ia l s till sh ine - in separa te  scenes - w he the r the 
fo rm e r is  found  bantering w ith  cu s tom s men o r ske tch ing  he r sub jects  aga inst the  backd rop  o f 
the F rench  cap ita l, o r the la tte r is  d isco ve red  d isp lay ing  a ll m anner o f fa c ia l con to rtions a s  he 
m ixes  h is d rin ks  w ith  a R ussian  coun te rpart. Both a c to rs ' pe rfo rm ances  seem  to  rise  above  
the  m ed iocre  m ate ria l they a re o ffered . Ru therfo rd , in pa rticu la r, w as ev iden tly  m em orab le  
enough fo r R a ttigan  to  resusc ita te  and reuse  s itua tions and dialogue from  the  film  when he 
cam e to  w rite  the  screenp lay fo r T h e  V .I .P .s  (1963). [57]
A fte r B lith e  S p ir i t  and G re e n  fo r  D a n g e r  (1946), R u therfo rd  and S im 's  ke y  film s , be fore th e ir 
1950s heyday, a re  su re ly  H u e  a n d  C r y  (1947) and P a s s p o r t  to  P im lic o  (1949). The  m ost 
e xtra o rd ina ry  fea tu re  o f these  consensua lly  agreeable Ea ling  com ed ies is  the un fo rge ttab le  
im pact both s ta rs  m ake in the  m in im um  o f scenes . Indeed S im 's  s lig h tly  s in is te r w rite r in the 
fo rm e r and R u the rfo rd 's  unconven tiona l h is to ry  p ro fe sso r in the la tte r m igh t be desc ribed  as 
cam eos w ere it not fo r the ir s trik in g  d ram a tic  pow er and th e ir cruc ia l im po rtance  to  each  plot. 
Bo th  a c to rs  a re rewarded  w ith  a b illing  w h ich  be lies the  am oun t o f tim e  they  a c tua lly  appear 
on the screen . C red it is  due no t on ly  to  the ir pe fo rm ances but to  the  c ra ftsm ansh ip  of 
sc re enw rite r T .E .B . C la rke , as  m eticu lous in h is  trea tm en t o f the sm a lle r ro les as he is  in 
ta ck lin g  the  s ta rrie r parts. S im  is som etim es c ritic ised  fo r ove racting  in H u e  a n d  C ry ,  a lthough 
qu ite  how  one underp lays an e ccen tric  and rec lu s ive  au tho r is d ifficu lt to  reso lve , e spec ia lly  
fo r an a c to r w ho  pa rtic ipa tes in th ree  scenes . H ow ever, C la rke  w a rm ed to  S im 's
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'm agn ifice n t...o ve rp la y ing ’ and o the rs  have drawn a tten tion  to  the  e ffe c tiveness  o f the lighting 
and com pos ition  w h ich  g ive  the  a c to r's  scenes th e ir own  pecu lia r resonance . [58] D en is  
Form an be lieves tha t both film s  w o rk  due to  a com bina tion  o f s to ry , se tting  - the  bom b- 
dam aged pos t-w a r London loca tions in pa rticu la r - and th e ir 'robust ye t high fan ta sy '. [59] S im  
apart, C harles B a rr is  less  im p ressed  by H u e  a n d  C ry , find ing  it uncha llenging fo r aud iences 
and lack ing  the  spon tane ity  w h ich  a grea t d irec to r m igh t have realised  us ing the sam e 
m ate ria1. He th in ks  it p leasan tly  ligh tw e igh t where P a s s p o r t  to  P im lic o  is  m ore in te resting  and 
com p lex, 'a  m ore  conside red  adult seque l to  H u e  a n d  C r y .  [60] He a lso  notes tha t the en try  
to  both fan ta s ie s is  a docum ent (a  com ic  in the firs t film , a  pa rchm en t in the  second) and each  
adven ture  is  se t in m otion by the e ccen tric  characte rs  o f S im  and R utherfo rd . An add itiona l 
fasc ina tion , a t le a s t as fa r as  the  p resen t s tudy  is concerned, is tha t R u therfo rd  w as o ffe red  
the  pa rt o f P ro fe sso r H a tton -Jones on ly  a fte r S im  had tu rned  it down. O ne  can on ly  specu la te  
on w hat S im  m igh t have  b rough t to  the  role, a lthough the  happy subs titu tion  o f R u therfo rd  
apparen tly  caused  T .E .B . C la rke  few  p rob lem s. He comm ented  la te r th a t the  'change  o f se x  
necess ita ted  the  changing  o f ju s t one s ing le  w ord !' [61]
It is  odd to  rea lise  tha t a t the  peak o f h is sta rdom  in the  ea rly  fiftie s  A la s ta ir S im  on ly  
appeared in th ree  orig ina l screenp lays . Had Jam es  B rid ie  lived  longer no doubt S im  m igh t 
have  u rged him  to  w rite  m ore fo r the  cinem a. A side  from  In n o c e n ts  in  P a r is  (see above), S im  
m akes the  m ost o f ano the r m u lti-na rra tive  film , L a u g h te r  in  P a ra d is e  (1951), its  uneven s c rip t 
a llow ing  h im  opportun ities to  s tea l the film  aw ay from  the  o the r s to ry lin es . Bu t it cou ld  be 
a rgued  tha t h is  m os t e ffective  pe rfo rm ance  o f the th ree  occu rs  in F rank  Launder's  gen tle  
sa tire , L a d y  G o d iv a  R id e s  A g a in  (1951), a  cam eo so  casua lly  e ffe c tive  and p robab ly  inse rted  
in to  the  film  a t a  late stage, hence  the  absence  o f an on -screen  cred it, tha t it seem s to  
em phas ize  the  enorm ous fa ith  o f the d ire cto r in the  ac to r. And y e t it rem a ins puzz lin g  
that, desp ite  S im 's  long associa tio n  w ith  Launder and G illia t, from  the  1930s to  the  1950s, th e y  
neve r w rote  any  o the r orig ina l m a te ria l w ith  him  in m ind. In h is  book on the  pair, G eo ff B row n  
g ives  an im p re ss ion  o f the ir free ly  a lte rna ting  between o rig inal sc rip ts  and adap tations w ith  no 
lo ss  in qua lity . Bu t how ever m uch ce rta in  ro les were  inev itab ly  ea rm a rked  fo r S im , the  bu lk  o f 
th e ir w o rk  w ith  h im  con s is ts  o f adap tations. They firs t m e t him  in 1938 when  Launder w as
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sc rip t ed ito r on A l f 's  B u tto n  A f lo a t  (1938), its  sc reenp lay  a lready the shared  labour o f th ree 
w rite rs  who had opened  out W .A. D arling ton 's  su ccess fu l s tage  fa rce. They then  co llaborated  
on the  second  and  th ird  o f the  'In spec to r H om le igh ' se ries in 1939 before the  in te rven tion  of 
the w a r tem po ra rily  halted the  connection  w ith  S im . Th is  w as su cce ss fu lly  resum ed in 
W a te r lo o  R o a d  (1944) w ith  S im 's  avuncu la r if pa tria rcha l D octo r M on tgom ery, a  kind  of 
chorus  figu re  ben ign ly  observ ing  the  younger p ro tagon is ts  o f the  d ram a, w ritten  and d irected  
by G illia t from  a s to ry  by Va! Va lentine. H ow ever, it w as  th e ir next film , G re e n  fo r  D a n g e r  
(1946) w h ich  cem ented  the  creative  pa rtne rsh ip  between a c to r and the 
d ire c to rs /w rite rs /p roduce rs . O f course , it nearly  d id not happen, as R obert M o rle y  w as the 
s tud io 's  firs t cho ice  fo r the unusual Inspec to r C ockrill, bu t it is  su re ly  S im 's  in te rp re ta tion  o f the 
flaw ed  de tective  w h ich  brings the characte r, and consequen tly  the film , to  life . The  s c rip t was 
w ritten  by G illia t and C laud G uem ey and m arked  a  s ign ifican t im p rovem ent on the o rig ina l 
nove l by C h ris tianna  B rand w h ich  had been ob ta ined a t a  large sum  by R ank 's  s to ry  
departm en t. The team  experim en ted  w ith  the  next film  ro les fo r S im  by ca stin g  him  a s  a 
s lig h tly  unconvinc ing  Irish  p riest in C a p ta in  B o y c o t t  (1947) and a ra the r repugnan t fake 
m edium  in L o n d o n  B e lo n g s  T o  M e  (1948), both adap ta tions o f nove ls. W ith th e ir ve rs io n  of 
John  D igh ton 's  thea tre  fa rce  T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  (1950), they  s tru ck  the  righ t note, 
not on ly  ob ta in ing  the  se rv ice s  o f Rutherford from  the stage  p roduction  but a  b rillia n t cas t 
inc lud ing ac to rs  like  Jo yce  G ren fe ll and R ichard  W a ttis  in the  sm a lle r ro les. T e rry  S tap les  has 
noted tha t when Launder and D igh ton  adapted the  p lay th e y
had tw o  m a in  a im s. O ne w as to  w o rk  ou t a  ve rs ion  tha t was w e ll-su ited  to  
the m edium  o f film  and took advantage o f the  film 's  d iffe rences  from  a  
stage perfo rm ance . The o ther m ain a im  w as to  en large the  ro le o f 
W e therby Pond, so  tha t the part becam e big enough fo r A la s ta ir S im  to  
accep t. In the  stage ve rs ion , the Pond cha ra c te r had had fa r le ss  to  do, and 
w as com p le te ly  ove rshadowed by M iss  W h itchu rch  [R u therfo rd ]. A s  a 
resu lt, the  film  scrip t becam e so d iffe ren t from  the  s tage sc rip t tha t on ly  tw o  
lines a re the sam e in both. [62]
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The film  has m uch  in comm on w ith  the  la te r S t. T rin ian 's  se rie s, not leas t the title  sequence  
d raw ings o f Ronald S earie  whose w o rk  was the insp ira tion  fo r Launder, G illia t and V a len tine 's  
sc rip t fo r T h e  B e lle s  o f  S t. T r in ia n 's  (1954) in w h ich  S im  e ffo rtle ss ly  con tribu tes the  dual 
cha rac te risa tions  o f headm is tre ss  M illicen t F ritton  and her bookm ake r b ro the r C la rence . 
H owever, Launder and D igh ton 's  a ttem p t to  repeat the su cce ss  o f T h e  H a p p ie s t  D a y s  o f  Y o u r  
L ife  in F o lly  T o  b e  W is e  (1952) is  on ly  in te rm itten tly  ach ieved . W h ile  S im 's  befuddled a rm y  
chapla in  is  a lm os t un ive rsa lly  adm ired , the  transfe rence  o f B rid ie 's  p lay to  the  sc reen  is  found 
d isappoin ting fo r its  la ck  o f action  and  s la ck  construction . The M o tio n  P ic tu re  H e r a ld  o bse rves  
tha t 'som ew he re  a long the  w ay som eone fo rgo t tha t th is  w as an adaptation o f a  p lay, not the 
p lay its e lf, and the  M a n c h e s te r  G u a rd ia n  comm ents tha t Launder and G illia t's  's u cce ss  has 
depended le ss  on th e ir own m as te ry  o f film cra ft than on M r. B rid ie 's  o rig ina l com edy and on 
the  ca s t'. [63] Th is  is  a ll the m ore su rp ris ing  in v iew  o f G illia t's  com m en ts  to  G eo ff B row n 
about the  s tiflin g  e ffe c t o f o ld no tions o f theatre  w h ich  con tinued  to  im pose  th em se lve s  on 
B ritish  c inem a  in the  1930s and a fte rw a rds . [64] The oppo rtun ity  to  m ake som eth ing  m ore  
c in em a tic  ou t o f the  p lay is  s im p ly  not taken and ye t the  film  is  s till va luab le  fo r S im 's  
enuncia tion  o f B rid ie 's  w ittic ism s , even  if the orig ina l is no t gene ra lly  regarded as one o f the  
au tho r's  fin es t p ieces  o f w ork; and by 1952 sa tire s abou t the  w artim e  'B ra in s tru s t' w ere 
conside red  ra the r out o f da te  anyw ay.
The co llabora tion  reaches its  apex in tw o  ve ry  d iffe ren t film s . S im 's  S co ttish  la ird  in 
G e o rd ie  (1955) m ay  no t be the  p rin c ipa l role, but he is  u tte rly  a t hom e in the pa rt and his 
expe rience  te lls  opposite  B ill T ra ve rs ' portraya l o f the eponym ous cha ra c te r. Launder and 
G illia t's  sc rip t is  an adap ta tion o f D avid  W a lke r's  nove l and does no t la ck  charm , a lthough  
m ost c ritic s  would w illin g ly  exchange  its w h im sy fo r a  m ore cyn ica l edge. The resu lt is  tha t 
the  dep ic tion  o f H igh land  life  em erges  as se lf-consc ious  and unreal, and it is  le ft to  S im  to  
p rov ide  hum our and au then tic ity . In T h e  G re e n  M a n  (1956) S im 's  p ro fess iona l a ssass in , 
H aw kins, is  p laced  a t the  cen tre  o f the  action and the a c to r's  pe rfo rm ance  does not 
d isappo in t. The cha ra c te r de rives  from  a stage p lay (M e e t  a  B o d y )  by Launder and G illia t, 
upon w h ich  they based  th e ir sc reenp lay , and the  pa rt w as c le a rly  expanded  w ith  S im  in m ind.
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However, desp ite  h is  s u cce ss  in the  role, it is  iron ica lly  its  extension  from  the o rig inal p lay 
that le ssens its  im pac t ove ra ll, and one is le ft w ith  a  fee ling o f an uneasy  com prom ise  
between fa rce  and d ram a, the  popu lar and the soph is tica ted , w h ich  does no t w ho lly  convince . 
But w ith  tw o  d ire c to rs , R obert D ay and B asil Dearden, a long w ith  suggestions  and 
contributions from  the  w rite rs /p roduce rs  and the  s ta r, it is  perhaps un fa ir to  b lam e the  film 's  
sho rtcom ings en tire ly  on its  screenp lay. S im 's  appearance  in B lu e  M u r d e r  a t  S t.  T r in ia n 's  
(1957) is d isappo in ting ly  b rie f, w h ile  h is  im poverished  a ris toc ra t, Lord W ilco t, in L e f t  R ig h t  a n d  
C e n tre  (1959), a lthough de lightfu l, is underm ined by the  cos iness  o f G illia t’s  s c rip t w h ich  
seem s too p leased  w ith  its e lf fo r a sa tire  on po litics  and the  m edia, both  o f w h ich  w ould  soon 
be m ore e ffo rtle ss ly  and savage ly  lam pooned by B e y o n d  th e  F r in g e  and TW 3 .
G eoff B rown has sum m ed  up the  ach ievem ent o f Launder and G illia t as the  p rov is io n  of 
'in te lligen t en te rta inm ent film s  - film s  w h ich  would ne ithe r in su lt the aud ience  no r p rove  so 
forb idd ing tha t no one w ould  ventu re  inside the c inem a '. [65] U n fo rtuna te ly  th is  descrip tion  
a lso  h ints a t the reasons fo r th e ir downfa ll. B y the  la te  1950s th e ir ra the r co sy  s ty le  seem ed 
too  eager to  p lease and  had ev iden tly  fa iled  to  keep  up w ith a rap id ly  changing  world, 
especia lly  in v iew  o f the  em ergence  o f the B ritish  new  w ave . [66] In re trospect, S im 's  dec is ion  
to  abandon the  c inem a  fo r ove r a  decade seem s a  w ise  m ove  e spec ia lly  in the  lig h t o f h is 
fo rm er co lleagues ' d isa s tro u s  p ro jects  o f the 1960s, like  J o e y  B o y  (1965).
In spite o f notab le  co llabora tions w ith  d ire c to rs  like  A squ ith  and  P o llock , M arga re t 
Rutherford neve r rea lly  found  a regu la r team  o f sc rip tw rite rs  until the  M is s  M arple s c rip ts  of 
the 1960s, la rge ly  penned by D avid  P ursa ll and Ja ck  Seddon, w ho  would w rite  s p e c ific a lly  fo r 
her even  though th e ir sou rce  w as a lw ays the cha ra c te r crea ted  by A ga tha  C h ris tie . U n like  
S im , who appeared in no o rig ina l c in em atic  sc rip ts  a fte r 1953, R u therfo rd  s ta rred  in ten, and 
a lthough few  a re w o rth y  o f he r ta len ts , her c la ss  te lls  w hen  p itted  aga ins t those  w ritte n  as 
veh ic les fo r new  com ics  o f the  day like  Norman W isdom  in T ro u b le  in  S to re  (1953) and  J u s t  
M y  L u c k  (1957) and  F rankie  H owerd in T h e  R u n a w a y  B u s  (1954). H e r m ost m em orab le  
pe rfo rm ances a re in spe c ia lly  w ritten  cam eos like  pe tshop  ow ner P rudence  C roque t in  A n  
A ll ig a to r  N a m e d  D a is y  (1955) o r bedridden passenger M iss  G au lsw a llow  in C hap lin ’s  A  
C o u n te s s  F ro m  H o n g  K o n g  (1967), but these  are reg re ttab ly  sabo taged  by unconvinc ing
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genre m ixes and lam e d irec tion . A ll too  ra re ly  is there a pa rt fo r her w h ich  is  m atched  b y  an 
aes the tic  exce llence  w h ich  pe rm ea tes  the  film  as a w hole, and the reason a m u lti-scene  
cam eo like  The D uchess o f B righton  in T h e  V .I.P .s  (1963) w o rks  so  b rillia n tly  is th a t it 
p rov ides m uch-needed  com ic  re lie f from  the ted ious h is trio n ics  o f R ichard  Burton, E lizabe th  
T aylo r and Lou is Jourdan.
O f the adap ta tions, by fa r the  la rgest proportion de rive  from  novels  and s to ries . A la s ta ir 
S im 's  ea rly  film s  dem onstra te  both how  e ffe c tive ly  a  no ve lis t's  w ork can  be rep resen ted  on 
the screen , e specia lly  h is  ro les in E dgar W a llace 's  T h e  S q u e a k e r , its e lf a  ve rs ion  o f a  s tage  
p lay  in w h ich  S im  had sta rred , and T h e  T e rro r , and how  poorly , in John  B ax te r's  sc rip t and 
d irection  o f J .B . P rie s tle y 's  L e t  th e  P e o p le  S in g . M any o f S im 's  m atu re pe rfo rm ances a re  
based on lite ra tu re , inc lud ing  pa rts  in film s  as d ifferen t as G re e n  fo r  D a n g e r , S ta g e  F r ig h t  
(1950), S c r o o g e  (1951), G e o rd ie  and S c h o o l f o r  S c o u n d re ls  (1960), a lthough  h is  ou ts tand ing  
double chara c te risa tio n  in T h e  B e lle s  o f  S t. T r in ia n 's  o rig ina tes from  the  d raw ings  o f R onald 
Searie .
None o f R u therfo rd 's  film s  w h ich  de rive  from  lite ra tu re  are notable be fore W illiam  R ose and 
John E ld ridge ’s s c rip t fo r T h e  S m a lle s t  S h o w  o n  E a r th  (1957), based on a  s to ry  by Rose , and 
F rank H arvey and John  B ou lting 's  ve rs ion  o f A lan H ackney 's  novel fo r th e ir sp lend id ly  
sa tirica l I 'm  A l l  R ig h t  J a c k  (1959). H er ro le in the  la tter, a s the  a ris to c ra tic  A un t D o lly , is  sm a ll 
bu t pe rfe c tly  p itched , p a rticu la rly  in the scenes  w ith  Irene Handl w here  the  tw o  w om en find 
comm on g round  desp ite  th e ir com ing  from  opposite  ends o f the  soc ia l sca le , w h ile  he r no- 
nonsense  cash ie r, M rs Fazackerlee , in the fo rm e r a llow s he r to  e xp re ss  a  m ore  com p le x  
range o f em otions  from  be llige rence  to  nosta lg ia  - a  com b ina tion  o f an  e ffe c tive  
sc reenp la y and R u the rfo rd 's  own  characte rfu l pe rfo rm ance . O nce she is  g ranted  the  s ta rring  
role in the M iss  M arple  film s  the re  is  little  doubt tha t it is he r pa rticu la r in te rp re ta tion  o f the  pa rt 
w h ich  de te rm ines the fla vou r o f the  sc rip ts .
R u therfo rd 's  M iss  M arp le  in je cts  som e em otion  and hum our in to  the  part, som eth ing  
no tably la ck ing  in A ga tha  C h ris tie 's  lite ra ry  orig inal. D avid  P ursa ll and J a c k  Seddon pos ition  
the cha ra c te r a t the  cen tre  o f the action , toughening up her pe rsona lity  in the  p ro ce ss  and 
sharpen ing her w it. T h is  is  adm irab ly  dem onstra ted  when, a rriv ing  a t A cken tho rpe  Ha ll in
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M u rd e r  S h e  S a id  (1961) to  take  up her pos ition  as a maid, she firs t con fron ts  her brusque, 
bedridden em ployer, M r A cken tho rpe  (Jam es R obertson Justice ). He com m en ts : A  p la ine r 
Jane  I've  never se t eyes  on in me life '. She replies: 'W ell we can 't all be young  and handsome, 
can we M r A cken tho rpe? ' Irrita ted, he re turns: 'There is one th ing I canno t to le ra te  and th a t is 
im pe rtinence !' She responds: 'W ell, we should ge t on adm irab ly , [pause ] N e ithe r can I!' Les lie  
H alliw e ll cons ide rs  R utherfo rd  m is ca s t in the  role, a lthough th is  is a m ino rity  v iew , w h ile  o the rs  
like  Je rry  V e rm ilye  believe  tha t C hris tie  he rse lf had R u therfo rd  in m ind  fo r the  part, w h ich  is 
qu ite untrue. [67] In fa c t R u therfo rd  was fa r from  C h ris tie 's  ideal M iss  M arple, a lthough the  
au tho r w arm ed to  the  a c tre ss  when they m et on the  set, and la ter not o n ly  ded icated  a novel 
{T h e  M ir r o r  C r a c k 'd )  to  he r but a lso  au thorised  her he irs to  use R u the rfo rd 's  iikeness  on the  
co ve rs  o f fu tu re  ed itions o f the  nove ls  right in to  the  1980s. [68] H ow ever, C h ris tie  had le ss  
tim e  fo r the w rite rs , te lling  a S u n d a y  T im e s  in te rv iew er in 1966: 'I kep t o ff film s  fo r ye a rs  
because  I thought they 'd  g ive  me too  m any heartaches. Then I sold the  righ ts  to  M GM , hoping  
th ey 'd  use them  fo r te lev is ion . But they chose  film s. It w as too  aw fu l! T hey  d id th ings  like  
tak ing  a  P o iro t book and putting M iss M arple in it! And all the c lim axes  w ere so poor, you  
cou ld  see  them  com ing !' [69] H er b iographer, C harles O sborne , is  a lso  c ritica l o f the  
sc rip tw rite rs ' tam pe rings  w ith  C h ris tie 's  nove ls ; he and o the rs are conv in ced  tha t w ithou t 
R u therfo rd 's  'resou rce fu l, e ccen tric  and engaging ' pe rform ance the  film s  w ou ld  not have  
achieved  such  a popu lar su ccess . [70] Th is  c ritic ism  m ay well have caused  MGM  to  a sk  
Jam es Cavanagh  to  w rite  the  sc rip t fo r the  second in the se ries, M u rd e r  a t  th e  G a llo p  (1963), 
w h ich  a lthough be tte r rece ived , w as s till found wanting. [71] W hen the  fina l film , M u rd e r  A h o y !  
(1964), fa iled at the  box o ffice  C h ris tie  could ba re ly  conta in  her v itrio l, ca lling  it 'one  o f th e  
s illie s t th ings you  e ve r saw ! It go t ve ry  bad rev iew s, I'm  de lighted to  sa y '. [72] (In te res tin g ly  
som e con tem po ra ry c ritic ism  o f the  film s  is  conten t to  lay the  b lam e fo r unconvinc ing  
characte rs, d ia logue and p lo t firm ly  at C h ris tie 's  door. See Note 70.) B u t if P u rsa ll, Seddon 
and C avanagh 's  ra the r tam e adap tations and G eorge  P o llo ck 's  d isappo in ting  d ire ction  
in c reas ing ly  underm ine  the  film s, it is  a  tribu te  to  R u therfo rd 's  s te ad fast p ro fe ss iona lism  tha t 
he r own pe rfo rm ance  rem a ins cons is ten tly  de lightfu l, ca rry ing  the  na rra tive  each  tim e , 
w ha teve r the burden. [73]
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O f the  adap tations o f s tage  p lays, m ost y ie id  good perfo rm ances by R utherfo rd  and S im , 
a lthough  the s tandard o f trans fo rm a tion  into c inem a tic  language is va riab le. Fo r exam p le , S im  
m akes  conside rab ly  m ore o f W .A . D arling ton 's  fa rce  A lf 's  B u tto n  A f lo a t  than it p robab ly  
dese rves  a lthough  he is  m uch  m ore im p ress ive  in the In s p e c to r  H o m le ig h  se ries o f film s 
w h ich  o rig inate from  a  rad io  p lay by Hans P riw in. S im 's  acting  range m oves from  little  m ore 
than  thea trica l m ugging in the  ea rlie r film  to  a s c rip t w h ich  a llow s  him  to  deve lop  a be lievable  
cha ra c te r (S ergeant B ingham ) o ve r the  course  o f th ree  s to ries. T h e  H a p p ie s t  D a y s  o f  Y o u r  
L ife  is  an ou ts tand ing  tra ns fe rence  from  the s tage  play, w ith  S im 's  role en la rged and  the 
d ia logue changed  a lm os t en tire ly . [74] There is  little  here tha t suggests thea tre  a c to rs  p lay ing  
to  the  ga lle ry, and a lthough m ost o f the action  ta kes p lace  a t N u tboum e Co llege , its  
occasiona l open ing ou t beyond  the  g rounds o f the  schoo l and cutting  be tw een scenes  a llow s 
a m ore  film ic  sens ib ility  to  dom ina te  the  narra tive . T h is , in turn, appears to  in sp ire  the  a c to rs  to  
p roduce m om en ts o f lig h t and shade  pa rticu la r to  the  c inem a w h ich the  thea tre  ve rs ion , 
la ck ing  the ab ility  to  h igh ligh t fa c ia l exp ress ions v ia  the  c lose -up  (fo r in stance ), m igh t eas ily  
m iss . Th is  is  exem p lified  b y  S im  and  R u therfo rd 's  firs t on -screen  encoun te r. W ethe rby  Pond 
(S im ) races in to  h is  o ffice  and approaches the  cam era  w h ich  swoops into  h is  fa ce  to  revea l 
h is  cons te rna tion  a t find ing  M iss  W h itchu rch  (R u the rfo rd ) us ing his phone and runn ing down 
h is  school to  the  M in is try  o f Educa tion. He ang rily  w re stle s the  te lephone re ce ive r from  her 
g rasp  and tem po ra rily  rega ins con tro l o f the  s itua tio n  by in form ing  her tha t she w as a c tua lly  
speaking  to  the  ju n io r a ss is ta n t ca re ta ke r (a cu t to  a  tin y  cam eo by G eorge  C o le), and th a t the 
M in is try  is  c losed , th is  la s t s ta tem en t spoken  righ t into her face  as she  re co ils  from  him . 
H owever, she  re ta lia tes and  re fuses  to  rem ove  he r school from  h is p rem ises. He a ttem p ts  to  
leave the  room  on ly  to  be m et by o the r s ta ff from  S t. Sw ith ins w ho b lo ck  h is  path. In a 
se lfle ss ly  e ffe c tiv e  acting  gestu re  S im  then cow e rs  in a com er o f h is s tudy , h is cha ra c te r 
seem ing ly  pow e rless to  ha lt the  onw ard  rush  o f e ven ts , as we cu t to the ou ts ide  o f the bu ild ing  
w here hordes o f g irl pup ils  a rrive , and his own ca re fu lly  chosen  k itchen  s ta ff depart in p ro test. 
A t once  a po ten tia lly  s tra igh tfo rw a rd  thea trica l con fron ta tion  is  rendered c in em a tic  b y  the 
va rie d  use o f zoom s, c lose -up  and m edium  sho ts , cu taw ays from  the  m a in  ac tion  o f the 
scene , and m us ic  on the  sound tra ck.
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O the rs  o f S im 's  film s , like  C o tta g e  T o  L e t  (1941), F o lly  T o  B e  W is e , A n  In s p e c to r  C a lls
(1954) and T h e  G re e n  M a n  o ffe r m ore  m ixed resu lts , desp ite  the  a c to r's  best e ffo rts  as a 
pe rfo rm er. O ne is  conscious, fo r exam p le , in C o tta g e  T o  L e t  o f the a rtific ia lity  o f the  s tud io  
se ts  w hose  exte rna l scenes  seem  espec ia lly  su ffoca ting  fo r a  s to ry  se t in S co tland; F o lly  T o  
B e  W is e 's m ost m emorable scene  o f S im  losing  contro l o f h is  'B ra in s T rus t' panel is 
w onde rfu lly  and w ittily  perfo rm ed bu t its  h ila rity  is  w eakened by a  de te rm ined ly  thea trica l se t 
w h ich  la cks  any real c inem atic  v iv a c ity ; s im ila rly , S im 's  bogus po licem an in A n  In s p e c to r  
C a lls  p rov ides a m uch needed fo il to  the  thea trica l s te reo types  o ffe red  by the  o the r a c to rs  
po rtray ing  an a ris to c ra tic  fam ily  - com m on to the  generic  m urder m ys te ry  - com p lacen t and 
se lf-rig h teous  m other and father, lo ya l daughte r, rebellious son - w hom  he trie s  to  link to  the  
death o f a  young  g irl, th e ir ind iv idua l c inem atic  fla shbacks  no tw ithstand ing.
O the r film s  featu ring  S im  e lic it m em orable  chara cte risa tio ns, like  those  in T h e  D o c to r 's  
D ile m m a  (1958), T h e  M illio n a ire s s  (1960) and T h e  R u lin g  C la s s  (1972), w h ich  a re  con ta ined 
w ith in  o the rw ise  fru s tra tin g ly  flawed screenp la ys , a ll g ran ting  him  po ten tia lly  sa tis fy in g  ro les 
w h ich  are then swam ped le ss  by the  o the r pe rfo rm ances  than the  shee r la ck  o f c in em a tic  
inven tion .
R u therfo rd  tends to  shine  best in film s  adapted from  her own stage  pe rfo rm ances  - S p r in g  
M e e t in g  (1941), B lith e  S p ir it,  T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  and T h e  Im p o r ta n c e  o f  B e in g  
E a r n e s t  (1952) - a lthough it is  hard to  ignore the  e ffe c tiveness  o f ro les as d iffe ren t as N urse  
C a ry  in M ira n d a  (1948), scrip ted  by P ete r B la ckm ore  w ith  additiona l d ia logue by D en is  
W a ldock, from  the  fo rm e r's  p lay, and M is tre ss  Q u ic k ly  in C h im e s  a t  M id n ig h t  (1966), in O rson  
W e lle s ' ingen ious d is tilla tion  o f S hakespea re  and Ho linshed. T h is  la s t cha rac te risa tion  
p resen ts  R u therfo rd  w ith  the  cha llenge  o f a  re la tive ly  insubstan tia l ro le w h ich  w as q u ick ly  
com m itted  to  ce llu lo id . In sp ite o f the  d ispa rity  o f acting  s ty le s  on d isp la y, from  the  ve ry  
c la ss ica lly -in c lin e d  John  G ie lgud to  the  N o u v e f le  V a g u e  sens ib ilitie s  o f Jeanne M oreau, and 
b rie f sc reen  tim e  (to ta lling  under tw en ty  m inu tes), she m anages to  convey a  rounded 
cha ra c te r (in e ve ry  sense l), w he ther chasing  F a is ta ff (W elles) around  the  inn ('Y ou  ow e me 
m oney, S ir John '), laughing a t h is  im p re ss ions  o f the  king (’He doth it as like  one o f th ese  
h a rle try  p la ye rs  as e ve r I have seen ') o r rem in isc ing  touch ing ly  about h is  la st hours (h is  body
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'co ld  as any s tone '). Th is  is all the  m ore rem arkab le  in the con text o f W e lles ' in tense ly  
c inem atic  deep fo cus  v isua ls  w h ich  com p lem ent ra the r than d is tra c t from  the  a c to rs ’ 
pe rfo rm ances, the  im m ed iacy  o f the resu lts  ach ieved  by often rehearsing  the  com pany on 
cam era. Ke ith  B axte r, w ho  p lays P rin ce  Hal, has obse rved  that: 'W elles took  g rea t pa ins to  
sm ash  any idea tha t the re  w as som e m ystique  abou t acting fo r the  cam era . He neve r 
postu red as The G rea t D ire c to r’. [75]
Som e o f the m os t in te resting  adap tations a re film s  w h ich  take  the thea tre  as th e ir sub je c t 
m a tte r/se tting . F ilm s as d ive rse  as S im 's  S ta g e  F r ig h t  a n d  F o lly  T o  B e  W is e , and R u the rfo rd 's  
C u r ta in  U p  (1952) and M u rd e r  M o s t  F o u l (1964) o ften  revea l a  fasc ina ting  in te rp la y  between 
the  tw o  m edia, in w h ich  both s ta rs  seem  com p le te ly  a t home, even if the  to ta lity  o f the  
c inem atic  experience  is  no t a lw ays  w ha t it m igh t have  been. It is  perhaps no a cc iden t tha t the  
m ost sa tis fa c to ry  o f these  (S ta g e  F r ig h t  and M u rd e r  M o s t  F o u l)  are unham pered  by the  
w rite rs ' a ttem pts to  w re s t them  aw ay from  the  thea trica l m oorings o f the  s tage  p lays from  
wh ich the o the rs c le a rly  derive, bu t s till ha rd ly  rep resen t g rea t c inem a, and  'live ' as 
reposito ries fo r p a rtic u la r pe rfo rm ances. S ta g e  F r ig h t  se ts  up a number o f oppositions w h ich  
a llow  H itchcock  the  opportun ity  to  fu lly  exp lo re  h is  th ea trica l m etaphor. Thus the re  a re 
d is tin ctions be tween  the  pe rce ived  'hones ty ' o f the  coun trys ide , where we firs t encoun te r S im  
as the C omm odore , and the  deviousness  o f c ity  life, characte r a c to rs  (like  S im  and 
Thornd ike) and s ta rs  (like  D ie trich ), Am erican, European  and B ritish  acting s ty le s , B ritish  and  
H o llywood  aes the tics  - M ichael W a lke r has ca lled  the  film  'a  H o llywood  B ritish  m ov ie ’, 
cha rac te rs  p lay ing  pa rts  (like  Jane  W ym an 's  m aid, D o ris ) ve rsus  'rea l life ', and, above  all, 
thea trica l m o tifs  and  se tting  vy ing  w ith  the  sens ib ility  o f the  film  m edium . [76] A lthough  E ve  
(Jane W ym an) is  o ften  conside red  to  be the nem esis  o f C harlo tte  (M arlene  D ie trich ), th is  
opposition  could equa lly  app ly to  E ve 's  fa ther as po rtrayed  by S im . The con tra s t be tw een  
them  is  s ingled  ou t in m ore than one rev iew  a t the  tim e  o f the film 's  re lease. O f D ie trich 's  firs t 
scene T h e  T im e s ' c ritic  comm ents: 'it is apparent th a t M iss D ie trich  does not be lie ve  in he r 
lines and ...tha t M r A lfred  H itchco ck  does not believe  in h is techn ique ’, w hereas 'w hen  E ve 's  
father, the e ccen tric  C omm odore, m akes h is  appearance  the  film  changes its  cou rse  
and ...ceases to  be a H itchcock  exe rc ise  in d ram a tic  suspense  and becom es instead  a
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d ive rting  com edy  b rillia n tly  se rved  by its  supporting  ca s t'. [77] Th is  m igh t exp la in  F ranco is  
T ru ffa u t's  ob je ction  to  S im 's  pe rfo rm ance  whose cha ra cte r seem s to  have a ltered  the  o rig ina l 
teno r o f a  film  o ve r w h ich  H itchcock  had ev iden tly  lo s t som e con tro l. [78] In an unusual m ove, 
the  d ire c to r had inv ited  D ie trich  to  w rite  som e o f he r own  dialogue, bu t the  a c tre ss 's  b rea thy 
thea trica l em oting  is  no m atch  fo r the  relaxed  na tu ra lism  and w it o f S im 's  cha ra cte r w hose  
lines were  m os t like ly  p rov ided  by Jam es  Brid ie. D ie trich  is  not a lw ays a ided by H itch co ck ’s 
techn ique  e ithe r. Fo r exam p le , when she is  shown in c lose -up  w h ils t changing he r d re ss  in 
Jona than 's  (R icha rd  Todd) fla t, her face is  a rtific ia lly  superim posed  on to  the re s t o f the  shot, 
and such  m om en ts  do  little  to  insp ire  be lie f in he r cha racte r, un like  S im 's  C omm odore  who, 
from  the  firs t, is  v iv id  and authentic. T ru ffau t is so  concerned  by a spec ts  o f na rra tive  and s ty le  
tha t he m is se s  the exce lle nce  o f the  cha racte r pe rfo rm ances  and the ir hum our. He 
d isparages the  film  as 'one o f those  little  B ritish  c rim e  m ovies in the A ga tha  C h ris tie  trad itio n ' 
and the re  is  little  chance  tha t he would have  apprecia ted R u therfo rd 's  M is s  M arp le o r the  ve ry  
B ritish  notion  o f m u rder as a jo ke  w h ich  is  so  cha ra c te ris tic  o f the  se rie s  in w h ich  the  a c tre ss  
appears (and  in m uch  o f H itch co ck 's  w o rk  too). [79]
Th is  jo k in e ss  is ev iden t from  the  s ta rt o f M u rd e r  M o s t  F o u l when the  po licem an (T e rry  
S co tt) d is co ve rs  the  firs t body. L ike  S ta g e  F r ig h t , the  film  a lso  pokes fun  a t the  thea trica l 
p ro fess ion  w h ils t re ta in ing  an a ffection  fo r it, as w itn essed  in the final d isas tro us  pe rfo rm ance  
o f the am a teu r d ram a tic  com pany w h ich  M iss  M arp le  jo in s to  fu rthe r he r m u rde r 
inves tiga tio ns. M u rd e r  M o s t  F o u l a lso  abounds in rep resen ta tions o f d iffe ren t le ve is  o f 
thea trica lity . Thus we m ove  from  the  'thea tre ' o f the courtroom  to  the haphazard  p roduction  of 
a  m urder m ys te ry  at the  church  hall p res ided  o ve r by M r S tringe r (S tringe r D av is ), to  the  
sem i-p ro fess iona l com pany w here  m uch o f the action  ta kes  p lace. S eve ra l o f the m u rde rs  are 
appropria te ly  thea trica l - one d ies (lite ra lly ) on the  s tage , while  ano ther pe rishes to  the 
accom pan im en t o f a  m e lod ram atic  thundersto rm . In addition, the nam es o f som e o f the 
cha ra cte rs a re  know ing ly  absurd  - the im presario , D riffo ld  C osgood  (R on  M oody), lo oks  and 
sounds a lm os t V ic to rian . M iss  M arp le, w hose nam e he m isp ronounces as 'm arb le ', a lso  
poses  (a c ts ) as a co lle c to r o f jum b le  and an a c tre ss . The la tte r a llow s R u therfo rd  to  d isp la y  
he r rhe to rica l s k ills  in an extrao rd ina rily  b lood th irs ty  aud ition p iece {T h e  S h o o t in g  o f  D a n
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M c G re w )  and to  p lay 'lady  de te c tive ', the Honourable Penelope B rown, in the p roduction  of 
O u t o f  th e  S te w p o t, the reby p resen ting  an ac tre ss  (R u therfo rd) p lay ing  a de tec tive  (M iss  
M arp le), pos ing as an a c tre ss  po rtray ing  a  detective ! B ut G eorge P o llo ck  (the d irecto r) and 
h is  techn ic ians do not a lw ays pe rsuade  us tha t the ir film  techn ique  is  superio r to  tha t o f the 
theatre  w h ich  th e y  a re so de te rm ined  to  m ock. A  pa rticu la rly  g laring exam p le  occu rs  fo llow ing  
the  scene when  M iss M arp le dec ides to  'a c t' by jo in ing the  troupe, w hen, stand ing cha tting  to  
M r S tringer ou ts ide  the theatre , the re  is  a  sudden, a lbe it b rie f, change o f shot, in te rspers ing  a 
c lum sy  and needless back  p ro jection . [80] B y  con trast, the  s im p le  use o f m usic , sound 
e ffects  (the thundersto rm ) and  R u therfo rd 's  unique fac ia l e xp re ss ions  (la rge ly w ithou t 
d ia logue) as she creeps a round  a da rkened  boarding house  p rior to  the  m urder o f D o ro thy  
(Annette K e rr), a re pu re ly  and e ffe c tive ly  c inem atic . The la s t laugh, as it were, and an 
acknow ledgem ent tha t the  real co n te s t is  perhaps not between thea tre  and c inem a a t all, 
happens in the  film 's  fina l scene  when M iss  M arple and M r S trin ge r com e to v is it the 
tem pora rily  inva lided in spec to r (C harles T ingw ell) and Cosgood in hosp ita l to  the s tra in s  o f the 
them e from  the  then-popula r te le v is io n  se rie s  D o c to r  K ild a re .
Exam in ing the  film s  o f S im  and R utherfo rd  there is little  doubt abou t the  huge im pac t o f 
c inem a (and, to  a  le sse r exten t, te le v is ion ) on the ir p ro fess iona l live s  as  s tage ac to rs . Not 
on ly  did they have  to  leam  new  ac ting  techn iques and w ays  o f w ork ing  m id -w ay th rough  th e ir 
careers, but the  resu lts  up on the screen  qu ick ly  inc reased  th e ir p res tige  and popu la rity  at 
home and abroad. A nd  w ha teve r th e ir persona l responses to  each  m edium , they both cam e 
to  realise tha t adap tab ility  and fle x ib ility  were  not on ly  des irab le  but p ragm a tic  when it cam e  to 
extending  th e ir c ra ft in to  la te r life . M aybe  it is  fo r th is  reason th a t they  can appear as 
e ffe c tive ly  in c inem atic  adap ta tions o f s tage p lays like  T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  o r p la y  
characte rs  from  lite ra ture  like  S crooge  o r M iss  M arp le  as  they  can be to ta lly  co nv in c ing  in 
w o rks o f o rig ina l inven tion  fo r the  screen , like  H u e  a n d  C r y  o r P a s s p o r t  to  P im lic o .  C om pared  
to  the ir Am erican  coun te rparts , w ork ing  in the  B ritish  in dustry  w as not a lw ays  as rew ard ing  as 
it m ight have been, had budge ts resem b led those  o f H o llywood , o r sc reenw rite rs  like  Launder 
and G illia t been acco rded  the  sam e im portance  as those  in the U .S .A .. However, th e se
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handicaps ra re ly  a ffe c t S im  and R u therfo rd 's  pe rfo rm ances  - e xcep t when exc ised  by  an 
in jud ic ious ed ito r; indeed, the re la tive  aus te rity  o f the  indus try  m ay well have had the  e ffe c t o f 
toughening up th e ir p ro fess iona lism . W hether they  are requ ired  to  be as e xp lo s ive ly  th ea trica l 
a s is R u therfo rd  in A squ ith 's  adaptation  o f O sca r W ilde 's  T h e  Im p o r ta n c e  o f  B e in g  E a r n e s t  
o r as de ftly  iron ic  as is  S im  in h is  specia lly  w ritten  cam eo fo r Launder and G illia t's  L a d y  
G o d iv a  R id e s  A g a in ,  th e ir appearances, how ever b rie f, a tta in  a  cons is ten tly  high s tandard . 
W hat soon becom es c lea r is  tha t Laurence  O liv ie r (and o the rs ) notion o f (B ritish ) c inem a  a s  a 
d ire c to r's  m edium  (see above , page 38) can be cha llenged by the  con tribu tions  o f both a c to rs , 
on and o ff-sc reen . S im 's  nea r-fo rays  in to  d irection , in S c r o o g e  and T h e  G re e n  M a n , 
question how  m uch  can a c tua lly  be credited  to  the  d ire c to r and the  pe rce ived  s ta tu s  o f the  
a c to r as subse rv ien t to  the  d ire c to r's  w ill, while  R u therfo rd 's  in s is te nce  on T e rence  R a ttigan 's  
rew riting  her pa rt in T h e  V J .P .s  o r tha t sm all ro les be found  fo r he r husband in m any o f he r 
film s , are not iso la ted  ins tances and perhaps illus tra te  the  m easures fo r se lf-p ro te c tion  a c to rs  
needed to  ta ke  in o rde r to  p rese rve  the ir personal and p ro fess iona l in teg rity . O ne  m ay a rgue  
tha t the  B ritish  film  indus try  is  m ore  suggestive  o f an a c to rs ' c inem a w hose  q u irk y  o rig in a lity  
has susta ined it desp ite  the  va riab le  qua lity  of the  fina l p roduct; o r perhaps the  co rrespond ing  
la ck  o f au tho rity  and contro l dem onstra ted  by m any B ritish  d ire c to rs  is  sp e c ific a lly  re la ted  to  
th e ir d isappo in ting ly  uneven output. H owever, the re  a re so  m any o the r con tribu to ry  fa c to rs  to  
the  p roduction  p rocess  o f a  film  th a t it would be un fa ir to  lay  the  burden o f b lam e on d ire c to rs  
a lone. N a tu ra lly  p roducers, w rite rs , cam eram en, com pose rs , a c to rs  and a hos t o f o the rs  a re  
a ll responsib le  fo r the  su cce ss  o r fa ilu re  o f a  pa rticu la r film , bu t it does seem  tha t in the B ritish  
c inem a  it is  so  o ften  the  a c to r on whom  the whole p ro jec t seem s to  rest. It is  p robab ly  fo r th is  
reason  tha t w hen  S im  and R utherfo rd  becam e ra the r un like ly  s ta rs  o f the  c in em a  th e y  s till 
v e ry  m uch iden tified  w ith  the thea tre  as the ir firs t love. A fte r all, it w as a  m ed ium  w here the  
g row th  o f th e ir reputa tions w as g radual and la rge ly  undam aged  by tem po ra ry  fa ilu re . O n  the 
sc reen , by con tra st, th ey  w ere sudden ly on ly  as good as th e ir m ost recen t film , and th is , 
perhaps, m ade both o f them  ra the r m ore cautious, even  re luctan t, s ta rs , e spe c ia lly  hav ing  
observed  p ra ise  and b lam e heaped upon o ther p rinc ipa l a c to rs  in w hose film s  they  had 
appeared  fo r yea rs  as cha ra c te r ac to rs .
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The s ign ificance  o f the theatre  is  encapsu la ted  in R u the rfo rd 's  des igna tion  o f it as 'the 
m other o f it a ll', a s  if it m ight have a c tua lly  g iven b irth  to  the  cinem a, ra the r than  G eo ff B row n 's  
's is te r' o f the  s tage, a lthough her though ts on both m edia  con tinued  to  be rem a rkab ly  even- 
handed. [81] She te lls  Gwen R o b y n s :'! like  to  a lte rna te  a p lay and a film  - ju s t like  having  a 
de lic ious pudding a fte r a  subs tan tia l m ea t course ', and: 'one reason  I en joy  film ing  [is  tha t] it 
pu ts you  on yo u r m ettle . It is  a lso  a d iffe re n t rhythm  from  the thea tre '. [82 ] For Rutherford, and, 
one su spec ts , fo r S im  too, the p rac tica litie s  o f w ork ing  as an a c to r cam e to  ove rride  ind iv idua l 
p re jud ices and p re ferences.
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Britishness and Eccentricity in the work of Aiastair Sim and Margaret Rutherford
If the in te rconnec tions between Sim  and R u the rfo rd 's  c inem atic  and thea trica l 
expe riences are s ign ifican t to  a  p roper understanding o f the ir w ork as a  whole then the ir 
B ritishness and e ccen tric ity  define  the ir ve ry essence  as tw o  o f the m ost p rom inen t cha ra c te r 
ac to rs  o f th e ir generation. O f cou rse  concep tions o f B ritishness  and e ccen tric ity  are no t easy 
to  define, no r can th ey  a lw ays be cons ide red  in iso la tion  as the re  are so  m any lin ks  tha t seem  
to bond them  together.
Before a ttem p ting  to  d is cu ss  them  separa te ly, as fa r as  is possib le , and then to  ta ck le  the ir 
appropria tion in S im  and R u the rfo rd 's  film s, a  num ber o f questions need to  be addressed : A re 
the  tw o  inex tricab ly  linked, and how  are these  qua lities m an ifes t in the film s?  Is it as im po rtan t 
to  d raw  a tten tion  to  the  nuances o f B ritishness (E ng lishness /S co ttishness ) in the film s  as it is 
to  rep resen t S im  and R u the rfo rd 's  characte rs, o r the  c ircum s ta nces  o f p roduction , fo r 
instance? Is  e ccen tric ity  an essen tia l com ponent o f B ritish  c inem a o r a  m ere  ad junct o f it; 
indeed is e cce n tric ity  an en tire ly  E ng lish  phenomenon as som e believe o r does it p rospe r 
e lsewhere , in S cotland, fo r instance ; is e ccen tric ity  n e cessa ry  to  S im  and R u the rfo rd 's  
p ro fess iona lism  o r can it be an excuse  fo r overacting?  P erhaps it can be viewed, the re fo re , as 
both a sse t and lim ita tion , o r even  a con trad ic to ry  s ta te  o f being w hereby som e e ccen tric  
a cto rs  are sa id  to  function  be tte r in g roups while o the rs a re m ore  e ffe c tive  a lone. U ltim a te ly , if 
we accep t the im portance  o f e cce n tric ity  in the w o rk  o f S im  and Rutherford, the re  is  su re ly  a 
con trad ic tion  be tw een  the  fo rm a l s tra itja cke t o f B ritish  c inem a  restric ted  by financia l, 
com m erc ia l and cu ltu ra l p ressu re s, and a natural im pu lse  in both ac to rs  w h ich  w as g iven  little 
opportun ity  o r encouragem ent to  flou rish  in anyth ing  as rem o te ly  in te resting  o r even  
experim en ta l c in em a tica lly  as the  ebu llient e ccen tric ity  o f th e ir pe rsona lities m igh t su ggest it 
could. O r w as the B ritish  c inem a o f the ir day on ly  too  keen  to  show case  the ir exuberance  and 
that o f o the rs to  the exten t th a t the overrid ing  e thos w as even tua lly  governed a lm ost 
e xc lu s ive ly  by e ccen tric  cha ra c te r ac to rs  alone?
The key to  understand ing  B ritishness  in pa rticu la r can be found in the  w o rk  o f m any w rite rs  
and c ritic s  w ho  have  a ttem pted to  define it o ve r tim e . In te resting ly , it is often those  from
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abroad w ho have iso la ted  its  m ost cha ra cte ris tic  aspects . In the section  headed 'C ha rac te r' in 
h is e ssa y  on 'E ng lish  T ra its ' Em erson  (in 1856) expounds on h is  im p ress ions  o f E ng lishness, 
often us ing it as a  synonym  fo r B ritishness. He notes the  pe rcep tion  o f the  E ng lish  as 'repu ted 
m orose ' w ho  'be lieve  tha t w here  the re  is no en joym ent o f life  the re  can be no v igo r and a rt in 
speech  o r though t', but conside rs  th is  gloom  has been fo is ted  on to  them  by the F rench ; 
how eve r he th in ks  'The E ng lishm an finds no re lie f from  re flection , e xcep t in re flection ' and  his 
(o r her) 'w e ll-know n  courage is  en tire ly  a ttributab le  to  th e ir d isgus t o f life '; desp ite  th is  he finds  
them  'chee rfu l and con ten ted ’ (e spec ia lly  as com pared  to  Am ericans) but tha t 'th ey hide 
v irtu es  under v ices , o r the  sem b lance  o f them '; he concludes  tha t they can be described  as 
both 'sou r, sp lene tic  and stubborn  - and as m ild, sw ee t and  sensib le ' and have  'g rea t range 
and va rie ty  o f cha ra c te r’. [1 j  H is  rem a rks  are rep resen ta tive  o f the inheren t con trad ic tio ns in 
and pe rcep tions  o f the E ng lish  cha ra c te r and perhaps ind ica te  a lik e ly  backdrop  fo r the 
cu ltiva tion  o f e ccen tric ity . E .M . F o rs te r conside rs tha t a  p rob lem  a rise s  from  the fa c t th a t it is 
d ifficu lt to  understand  the  E ng lish  nature which a lthough 'apparen tly  im pertu rbab le  and e ven ' is 
a lso  'incom p le te  in a  w ay  tha t is  pa rticu la rly  annoying to  the  fo re ign  obse rve r'; he con tinues : 'It 
has a  bad su rfa ce  - se lf-com p lacen t, unsym pathe tic , and reserved . There  is p len ty o f em otion  
fu rthe r down, bu t it n eve r ge ts  used '. [2] A no ther 'fo re ign  obse rve r' G eorge  S an tayana , a 
Span ia rd  teach ing  a t O xfo rd  in the period  from  before the  F irs t W orld  W a r until the m id -1920s, 
is m uch  m ore  o f an ang loph iie . He is  im pressed  by B rita in  no t fo r its  sys tem  o f governm ent, 
com m erce  o r a ris to c ra cy , bu t fo r its  coun trys ide  and poe ts, and finds sobrie ty , ju s tn e ss , 
g reenness and richness  w ith in  'a  d is tin ctive  so c ie ty '; h is  s ta tem en t tha t 'a t firs t a ll ga tes  
seem ed shu t and b ris tlin g  w ith  incomm un ica tion ’ cu rio u s ly  an tic ipa tes Ivan ’s (Laurence  
O liv ie r) reaction  in T h e  D e m i-P a ra d is e  (1943) as ano ther fo re igne r (a S ovie t engineer) on h is 
firs t v is it to  B rita in ; how eve r S an tayana  is soon won o ve r b y  England as 'the hom e o f decen t 
happ iness and a  qu ie t p leasure  in being onese lf and qua litie s o f se lf-re liance , se lf-con fidence  
and m odes ty ; m ost fam ous ly  he rem a rks that 'w ha t gove rns  the  Englishm an is  h is  inne r 
a tm osphere , the  w ea ther in h is  sou l' w h ich he goes on to  de fine , som ewhat am b iguously , as 
'a  m ass o f dum b in s tin c ts  and a lleg iances, the love  o f a  ce rta in  qua lity  o f life ...p regnan t w ith  
m any a  s tubborn  asse rtio n  and re jection '. [3] The ve ry  con tra d ic tio ns he desc ribes seem  to  be
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a s ign ifican t fa c to r o f h is  anglophilia.
Liberal hum an is t S ir E rnest B arke r, w ho w rote e x tens ive ly  on B ritishness  and nationhood, 
has w ider conce rns. He d is cu sse s  how  B rita in  functions as both a sing le  en tity  and m u lti­
nation state, and the  un ify ing  fa c to rs  o f comm on re lig ious belief, language and w ill. He re jec ts  
the idea o f a  na tio n 's  cha ra c te r de riv ing  from  d iffe rences  o f geography o r c lim a te  bu t 
in te res ting ly  con tra s ts  coun try  and c ity  life. He w arns aga inst both the  idea lisa tion  o f the  
coun trys ide  as w e ll as the pe rce ived  a rtifice  o f the c ity . S eem ing ly  both have th e ir p lace. He 
believes 'a  nation lo ses  v ita lity  when it lo ses con tact w ith  the  so il’, w h ile  pe rsona lity  'can  on ly  
be form ed in so c ie ty ' and 'cha ra c te r can on ly  be bu ilt in the s tream  o f the w orld '. [4 ] National 
cha rac te r is  a lso  in fluenced  by density  and d is tribu tion  o f population, sex , age and c lass, as 
well as by the ind iv idua l nations w ith in  the whole. He a lso  notes the  position  o f w om en in 
soc ie ty  as ano ther m a jo r in fluence. W ritten  in the  a fte rm ath  o f the  te rrib le  devas ta tion  o f W orld  
W ar One, he is  w e ll aware  o f a  nation w ith a  h igher p roportion  o f w om en to  men in the  
population, and tha t, th anks  to  fem a le  suffrage , it is now  ve ry  m uch  a  nation o f m en and 
wom en. D iscuss in g  the  sense  o f the  developm ent o f a  national sp irit he w onders if a  co un try  
can actua lly  have  a pe rsona lity . U nsu rp ris ing ly  'John Bu ll' is  invoked  bu t B a rke r adm its  th a t 
th is  m ay not be a t a ll rep resen ta tional and he se ttles  fo r the  idea o f B ritish  so c ie ty  as 'an 
in te rp lay o f ind iv idua l m inds '. [5] The key w ord here is  'ind iv idua l' a s  B a rke r s trong ly  
assoc ia te s  the  connec tion  between ind iv idua l g row th  and tha t o f a  nationa l cha rac te r, c iting  
the im portance  o f the  in te raction  between tem peram ent, d ispos ition  and cha rac te r. 
Tem peram ent he de fines as the  na tion 's  'rac ia l b lend, acting  under the  in fluence  o f its  phys ica l 
env ironm ent', d ispos ition  as 'the sum  o f in s tin c ts  w h ich  m ay be va ried  from  tim e  to  tim e  by 
the density  o f its  popu la tion  and the  nature o f its  occupa tions ', and cha ra c te r as  'the  sum  o f 
acquired tendenc ie s  bu ilt up by [a  na tio n 's ] leaders in e ve ry  sphere  o f its  a c tiv ity , w ith  the  
consen t and co -ope ra tion ...o f the genera l com m un ity '. [6] B a rke r con tinues by estab lish ing  the 
close connection  between  relig ion and the  life o f the nation, e spec ia lly  in S cotland. W hen  he 
sta tes tha t 'it w as  the  k irk  w h ich  m ade S co tland  one...and  it w as by the  k irk  tha t S co tland  w as 
stam ped  w ith  a  pe rm anen t national cha rac te r' one is  irre s is ta b ly  rem inded  o f S im 's  s te rn  
m in is te r in W e d d in g  G ro u p  (1936). [7 ] B a rke r no tes the d iffe ring  E ng lish  and S co ttish  v iew s  o f
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the  s ta te , w ith  Sco tland s trong ly  in fluenced by C a lv in ism  and England by tw o  re fo rm ations 
w h ich  p roduced  A ng lican ism  and N oncon fo rm ity , the firs t the p rovince o f the  a ris to c ra cy , the  
second  a  m ore m idd le -c la ss p reserve , reflected  po litica lly  in the T o ry  and W hig pa rties  
re spec tive ly . E ven in 1927, and desp ite  its  le sse r in fluence ove r education  and d isc ip line , the  
au tho r be lieves tha t the  C hu rch  o f England is  still a  fo rce  tha t shapes the  nation in con junction  
w ith  tw o  stra in s o f N oncon fo rm ism , Puritan ism  and W esleyan ism . P u ritan ism  w as the  bas is  
fo r 're lig ious ind iv idua lism ' w h ich  p resen ted a d iffe ren t represen ta tion  o f England to  the  
C ontinen t; instead o f C hurch , K ing, Land and Loya lty , th is  w as 'the England o f chape l and 
coun ting-house , the  fa c to ry  and se lf-he lp '; it w as a lso  the source  o f the  se lf-con tro l and se lf- 
d isc ip lin e  so  adm ired by fo re igne rs  like  G eorge S an tayana  (see above); B a rke r no tes tha t, in 
add ition, Puritan ism  p resented  the  notion  o f 'sp iritua l so litude ' (a s ta te  o f being  m uch  p rized  by 
som e e ccen tric s ) w hose v irtu es  a ided  colon isa tion  and bu t w hose  de fe c ts  he desc ribes  a s  'a  
lone ly  se lfishness ' a t the  expense  o f 'the ju s t c la im s o f so c ie ty ’. [8 ] He a lso  d is cu sse s , a t 
length, the Puritan  w o rk  e th ic . B y  con trast, he acknow ledges the  so c ia l in fluence  o f 
W esle yan ism  and its  a b ility  to  d raw  the  c la sses togethe r. H ow ever he reg re ts  its  in to le rance  
o f the  o lde r P u ritan ism . F ina lly , he doub ts the future in fluence  o f the  chu rch  as a  w ho le  and 
be lie ves it w ill be trans fe rred  to  the  teacher. In th is , o f course , he is on ly  pa rtia lly  co rre c t and  
can  have  had little  idea o f the  ex ten t and scope  tha t the  m edia  would a tta in  in the second  ha lf 
o f the cen tu ry.
B a rke r is  a lso  pa rticu la rly  e xe rc ised  by E ng lish  language, lite rature, though t and educa tion . 
The language is a  m ixtu re  o f the  Teu ton ic  and Latin - we m igh t add o the rs  now  like  S anskrit, 
com pu te r language e tc. - w h ich  a ffe c ts  ou r lite ra tu re  and, in turn, ou r w ay  o f life . He 
cha ra cte rises  th is  as 'an ind iv idua lism  o f s ty le , w h ich co rrobora tes a pass ion  fo r in d iv id ua lity  
fos te red  in the national cha ra c te r by m any  o ther causes, [and] flow s na tu ra lly  from  the  rich  
supp ly  o f ou r vo cabu la ry ', its  sub tle ty  quite d is tin c t from  the  'na tiona lis t reg im en ta tio n ’ o f 
G erm any o r the 'academ ic  con tro l' o f F rance ; he ind ica tes  too  a tendency  fo r 'the s tud y  and 
descrip tion  o f hum an cha racte r...in  ou r lite ra tu re ' and tha t fo r o the r na tions we are 'a  peop le  o f 
"cha rac te rs " [w ho ]...read ily  che rish ...those  who are cha racte rs '. [9 ] He app lies th is  to  an 
educa tion  sys tem  w hich encourages teache rs to  deve lop th e ir pup ils ' ta le n ts , teache rs  bes t
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represen ted  by those  o f 'd is tin c tive  pe rsona lity  and defin ite  characte r', som e tim es  
"cha ra c te rs " in th em se lves, and perhaps how  we m ight im ag ine  S im  and Ru therfo rd  - both 
teache rs - in the  c la ssroom , who 'have  sought to  encourage ...the  g row th  o f ind iv idua lity ', a t its 
m ost ex trem e  as m an ifest in e ccen tric ity . [10]
B a rke r conc ludes  h is su rvey  by  noting the g row th  o f the  in fluence o f in te rna tiona lism  on 
ou r cha ra c te r and he ta ke s a genera lly  benevo lent v iew  o f em p ire  w h ich  he be lieves needs to  
observe  its  responsib ilities . W ith  h inds ight, and in the ligh t o f subsequen t even ts, h is  ra the r 
idea lis tic  fa ith  in the  League o f N a tions as a positive  fo rce  in the deve lopm ent o f nationa l 
cha ra c te r now  seem s a little  m isp laced . U nderstandab ly , a  1941 co lle ction  o f e ssa ys  issued  
under the aeg is  o f the  B ritish  C ouncil, is m ore o ve rtly  pa trio tic  in tone. [11 ] The Earl o f D e rb y 's  
fo reword  s tre sse s  the B ritish  con tribu tion  to  pa rliam en ta ry governm ent and the ju d ic ia ry  as 
w e ll as education  as a m oulding fo rce  o f the B ritish  cha racte r. He a lso  notes the  p la ce  o f 
soc ia l se rv ice s  and spo rt in national life  - top ics not covered  by B arker.
B arke r does m ention and rep resen t the  position o f w om en in B ritish  so c ie ty  in pass ing , but 
the  B ritish  C ouncil book a ctua lly  in c ludes a chap te r on T h e  E ng lishw om an ' (w ritten  b y  a 
wom an, C ice ly  H am ilton ). In he r in troduction  she notes the  p ropens ity  o f the B ritish  nation  as 
a  whole to  exude  'a  pow er posse ssed  by no o the r race  to  k ind le  both a ffection  and 
annoyance ' and she d iscu sses  w om en 's  lives in te rm s  o f po litics , the  fam ily , em p loym en t, 
schoo ls , p ro fess ions, c lubs  and w a r w ork. [12] H ow ever he r m ost in te res ting  rem a rks  are 
rese rved  fo r a section  devo ted to  the  unm arried  wom an, a  s ta tu s m a in ly  due, she be lie ves , to  
the uneven gender balance  in the  population. Bu t he r s ta tem ent tha t o ld ideas about the unwed 
sp in s te r (o r a rche typa l 'o ld m aid ') as a  figure o f fun are a th ing o f the pas t is su re ly  d isp roved  
by the fac t tha t a c tre sse s  like  M a rgare t Rutherford  were  s till po rtray ing  them  so au then tica lly  
on the screen  in film s  like  B e a u ty  a n d  th e  B a rg e  (1937) (M rs  Ba ldw in ) and S p r in g  M e e t in g  
(1941) (Aun t B ijou). O f cou rse  one could  concede  tha t it is a  m oot po in t w he ther we laugh  at 
o r w ith  these  cha ra c te rs  (o r both a t once).
S tan ley B a ldw in 's  co rrespond ing  chap ter on 'The E ng lishm an ' reco rds a m ix  o f 
im p ress ions  w h ich  inc lude  a powerfu l ind iv idua lism . Perhaps due to  the  p re ssu re s o f w a rtim e  
he is  keen to  reso lve  a  som ew hat con tra d ic to ry  po rtra it o f a  nation in to  som eth ing  m ore
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unified. He notes the im po rtance  (to  h im ) o f being an is lander, o f geog raphy/environm ent, o f 
w ha t he ca lls  'the sp iritua l env ironm ent', the  qualities o f com prom ise , to le rance , conduct, duty, 
cons ide ra teness , freedom  o f speech, and a sense  o f humour. [13] He a lso  ta lk s  o f the  need 
fo r co -operation  (d ifficu lt fo r the ind iv idua lis tic  Englishm an) and friend liness  (desp ite  the 
E ng lishm an 's  innate s tubbornness). Je ffre y  R ichards p laces Baldw in p o litica lly  a t the  opposite 
pole to  G eorge  O rw e ll, and  ev ident in m uch  o f O rw e ll's  w riting  o f the tim e  is  a  g rea te r sense  o f 
soc ia l in ju s tice  and unreso lvab le  con trad ic tions . [14] For instance , in h is 1941 e ssay  'The Lion 
and the  U n icom ', he d raw s a tten tion  to  the  am b iva len t B ritish  a ttitude  tow a rd s  the  Em p ire , 
w h ich  m igh t well be at the  root o f na tional con trad ic tions  and even p a rtia lly  accoun t fo r the 
g row th o f e cce n tric ity  in the  19th cen tu ry; he a lso  ra ises  the  question  o f 'tw o  na tions, the  rich  
and the  poor'. [15] L ike  o th e r com m en ta to rs  o f the  day he free ly  in te rchanges the  te rm s 
'Eng land ' and 'B rita in ' w h ile  om itting  to  m ention W a les o r S co tland (let a lone  N orthern  Ire land). 
He a lso  no tes 'the p riva teness  o f E ng lish  life ' and seem s glad tha t 'the lib e rty  o f the  ind iv idua l 
is  s till be lieved  in ...to  have  a  home o f yo u r ow n ...to  choose  you r own am usem en ts  ins tead  o f 
having  them  chosen  fo r you  from  above '. [16] Th ree  yea rs  on, and O rw e ll, in h is  e ssa y  'The 
E ng lish  Peop le ', rem a ins  as ou tspoken  but perhaps m ore conc ilia to ry  in the  lig h t o f h is  
expe riences  o f the war. F o r exam p le , he conside rs  tha t by  1940 'it becam e c le a r tha t in  B rita in  
national so lid a rity  is  s tro nge r than c la ss  an tagon ism ' and ye t 'nearly  all the  gene ra lisa tions  tha t 
a re m ade abou t England base th em se lves  on the  p roperty-own ing c la ss  and  ignore  the  o the r 
fo rty -five  m illion ’; and in a  p re -m u lticu ltu ris t so c ie ty  he notes tha t 'the chances  o f w a r b rough t 
to  E ng land ...hundreds o f thousands  o f fo re igne rs...and  fo rced  them  in to  in tim a te  con ta c t w ith 
o rd ina ry peop le '. [17 ] M os t s ign ifican tly  he con tinues to  question w he the r it is  poss ib le  to  
de te rm ine E ng lish  cha rac te r, o r na tions as ind iv idua ls , and w he ther the re  is  a  con tinu ity  
between the  England o f the  pas t and the  p resent.
J .B . P rie s tle y  o ffe rs  a m ore  utopian v is ion  o f England and the E ng lish  de live red  o rig ina lly  
as a radio ta lk  to  boost m ora le  a t the  da rkes t m om ents o f the  war. In T h is  L a n d  o f  O u r s  he 
rhapsod ises  about the w onder o f the E ng lish  sp ring  and links it to  the  ongo ing con flic t a s  a 
sym bo l o f w hat the  coun try  is  fighting  for. Fo r him  the  coun trys ide  rep resen ts  the  na tion 's  
lifeblood, and  he con tinues the  rura l ana logy by dep ic ting  po litica l, soc ia l and  in te lle ctua l life  in
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B rita in  as a  m etaphorica l tree. The E ng lish  are 'an in s tin c tive  and in tu itive  peop le ’ but 'w e  o ften  
behave irra tiona lly  and so  bew ilde r ou r friends ju s t as w e ba ffle  our enem ies '. [18] P rie s tle y  
be lieves tha t ou r g rea test g ift to  c iv ilisa tio n  is libe ra lism , as ev idenced  in po litica l and soc ia l 
life , lite ra tu re  and eve ryday  liv ing , and is  'produced  by an odd m ix o f peoples liv ing  th e ir own 
k ind  o f life on a m is ty  is land ...a  people who have  been a llow ed  by c ircum s tances  - and a lso  
by th e ir own passion  fo r libe rty  - to  deve lop in the ir own  w ay '; h is  conc lus ion  tha t 'o rd in a ry 
E ng lish  fo lk  have  an in s tin c tive  tru s t in the  m oral o rde r o f the  un iverse , have a  deep  re spec t 
fo r all tha t is  fundam enta lly  pe rsona l to  o the r people, and a re  m oved  by goodw ill [w h ich ]...ru ns  
like  a  golden th read, g lin ting  w ith  hum our and poetry , th rough  the  fab ric  o f ou r h is to ry ' seem s 
e xce ss iv e ly  pa trio tic  and sen tim en ta l in re trospect a lthough  it a lso  em phasizes  a  ce rta in  
consensua lity  w h ich  w as to  linger on fo r som e tim e  in the  p o s t-w a r era. [19]
To  illustra te  th is  lingering  consensus a ce rta in  v iew  o f the  1950s is  encapsu la ted  in the 
revue  A t  th e  D r o p  o f  a  H a t  b y  M ichael F landers and Donald  Swann, cap tu red  live  fo r 
Pariophone in 1957. [20 ] The tw o  m en em erge  as ve ry  E ng lish  and com fo rtab le  w ith  it, th e ir 
po liteness and w it ove rid ing  a  cosy , m idd le -c lass, p re -sa tirica l v iew  o f the  world . Thus they 
pa rody the consum er so c ie ty  (in A  S o n g  o f  R e p ro d u c t io n  - abou t the  de lig h ts  o f h ig h -fid e lity  
sound, and D e s ig n  fo r  L iv in g , o r "keep ing up w ith  the Joneses"), s ing  abou t the  w ea ther (S o n g  
o f  th e  W e a th e r) , food and w a r (T h e  R e lu c ta n t  C a n n ib a l) , the  pe rils  o f d rin k  (M a d e ira , M V e a r ? )  
and songs about an im a ls  (the gnu and h ippopo tam us). W hen F landers a s k s  the  aud ience  to  
jo in  in the final cho rus o f the  la tte r the re  are s till e choes  o f the  com m un ity  s ing ing  
cha ra c te ris tic  o f w artim e . A s  an encore  the duo p la y fu lly  m ock  the  Lord C ham be rla in 's  
censo rsh ip  regula tions little  im ag in ing  how  these  would be flou ted  and then  d isappea r in  the 
fo llow ing  decade. The show  w as huge ly  success fu l in te rna tiona lly , e spec ia lly  in Sw itze rland , 
C anada  and the U .S .A ., and led to  a  sequel, A t  th e  D r o p  o f  A n o th e r  H a t, issued  on reco rd  in 
1964. [21] A s  F landers is  the  firs t to  acknow ledge , it is  ev id en t tha t h is  own  coun try  has 
changed conside rab ly . He no tes the  em ergence o f sa tire  (a  nod to  B e y o n d  th e  F r in g e  and 
T W 3 )  w hose  purpose is 'to  s trip  o ff the veneer o f com fo rting  illus ion  and co sy  ha lf-tru th . And 
ou r jo b ...is  to  put it back aga in !'. [22 ] F landers and Swann obv io u s ly  have  no need o r in tention 
to  com pete  w ith the  ce leb ra ted  sa tir is ts  o f the ir day and so  we are o ffe red  the  cu s tom a ry
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parodies w h ich  a t leas t seem  to  have a m ore  interna tional fla vou r than before. Thus the re  are 
m usings on the  consum er so c ie ty  (S o u n d in g  B r a s s ) ,  the  ritua ls o f bull fighting (L o s  
O liv id a d o s ) , s c ie n tis ts  (F ir s t  a n d  S e c o n d  L a w )  and fo re igners { In  th e  D e s e r t  -  sung  in 
Russian, and A l l  G a l l -  'F rance  and England, th e y  don 't m ix '). F landers a lso  o ffe rs  h is though ts 
on the w onders o f a ir tra ve l in the  m odem  w orld  { B y  A ir ) .  B y con tra s t the  m ost po ignan t 
m om ent o f a ll is  the  genu ine ly  touching  S lo w  T ra in  abou t the van ish ing w orld  o f b ranch  lines 
and sm a ll s ta tio ns  ('th e y 've  all passed  ou t o f ou r live s '); F landers righ tly  ca lls  it a  se rious  song  
w h ich  is undoubted ly  underp inned by the unnam ed D oc to r B eech ing 's  con trove rs ia l ax ing  o f 
m uch  o f B ritish  Rail. [23 ] There fo llow s the  de fian t S o n g  o f  P a t r io t ic  P re ju d ic e  about the  need 
fo r England to  have  a  national song. A fte r all, reasons F landers, the S co ts , W e lsh  and Irish  all 
have  one, as do  the  Am ericans  and G e rm ans. The recurring  re fra in  is  'The Eng lish , the 
English , the E ng lish  a re  best/! w ou ldn 't g ive  tuppence  fo r all o f the re st', as o the r nations are 
gen tly  m ocked . [24 ] The English , na tu ra lly, a re  ju s t 'm isunde rstood '. F landers ta lk s  o f 'p la y ing  
the  gam e ' w h ich  is  m ean t a ffec tiona te ly  but w ou ld  p robably  be regarded as non-po litica lly  
co rre c t now. T hey  conclude  w ith  the H ip p o  song, updated and still hum orous, but pe rhaps 
ra the r o ld -fash ioned  in a  1964 o f the B ea tles and m ods and rockers. O f course , in the  con te x t 
o f th is  su rvey , it shou ld be rem em bered th a t 1964 w as a lso  the  period  o f M arga re t 
R u therfo rd 's  g rea te s t in terna tional success .
It is  poss ib le  th a t a t least som e o f the  F landers and Swann songs were insp ired, 
subconcious iy  pe rhaps, by an anx ie ty  a t the  crum b ling  o f im peria l power. They  a lso  seem  to  
look fo rw ard  to  the  post-Tha tcherite , post-Em p ire  in secu ritie s  o f m any com m en ta to rs  o f the 
late 1990s w ho  a ttem p t to  redefine B ritishness. [25] O ddly , a t least tw o  stud ie s o f B ritishness  
in the 1980s appear to  be cu rious ly  unaware  o f m u lticu ltu ra lism . [26 ] H ow ever, 
the  new  B rita in , o ften  defined in te rm s  tha t question  E ng lishness, is  one S im  and R u therfo rd  
would ha rd ly  recogn ise . For instance , Je rem y Paxm an  in 1999 ta lks  o f the end o f Em p ire , the 
d is in teg ra tion  o f the  United K ingdom  due to  devo lu tion , the  poss ib ility  o f European in teg ra tion  
and the unstoppab le m om entum  o f in te rna tiona l bus iness  a ided  by new  techno logy (like  the 
in terne t) and un re s tric te d  by land borders. [27 ] He opens h is preface: 'Be ing  E nglish  used  to  
be so easy. T hey  w ere one o f the  m ost e as ily  iden tified  peop les on ea rth , recogn ized  b y  the ir
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language, the ir m anners, th e ir c lo thes and the fa c t tha t they d rank tea  by  the  bucke tload '; he 
a lso  m entions, in pass ing , 's tiff upper lips, sensib le  shoes o r tw eedy m anner’ (the ve ry  im age 
o f R u therfo rd 's  M iss  M arp le ) as som eth ing  am using  nowadays, and conc ludes  tha t having  
fin ished  h is research  he s till fin ds the English 'e lus ive  to  the  last'. [28]
A t the  height o f he r fam e in the  1960s, R utherfo rd  is  anyth ing but e lus ive . A  rev iew er fo r 
T im e  m agazine th in ks  he r 'so  B ritish  tha t by com parison ...even  John  Bull h im se lf seem s the  
son o f a  m iscegene tic  m arriage. She is  the fre sh -a ir fiend in sensib le  shoes w ho  parries w ith  
he r nose and charges  w ith  he r ch in ', a descrip tion  w h ich  a lso  in co rpora tes her e ccen tric ity . 
[29] The Rev. M alco lm  Boyd  en thuses about 'tha t indom itable face  o f B ritish  g ran ite ' and, 
c lea rly  ta ken  w ith  he r po rtraya l o f M iss M arple, con tinues: 'I can see he r in her E ng lish  v illage  
k itchen . She is  bak ing ho t cook ie s  fo r tea  while  rum ina ting  about a  m urder'. [30 ] E lsew here  
she  is  described  as 'e ssen tia lly  E ng lish ' and a  'B ritish  in stitu tion ', the  in te rchangeab ility  o f 
'E ng lish ' and 'B ritis h ' appa ren tly  unprob lem atic to  m ost w rite rs  a ttem pting  to  seek he r 
essence . A la s ta ir S im  is  s im ila rly  ca tegorised  as  'B ritis h ' and 'S co ttish ', a lthough h is  
am b iva len t re la tionsh ip  to  S co tland  and his own S co ttishness  changes o ve r tim e . O n  the one 
hand he de tes ts  h is  fa th e r and the ha rshness o f som e o f h is ea rly  experiences and those  in 
the business p repared  to  a ccep t s te reo typ ica l S co ttish  ro les; on the o the r he has a life long 
a ffec tion  fo r Ed inburgh, cem ented  by h is appo intm ent as R ecto r o f the u n ive rs ity  in 1948, and 
is  u ltim a te ly  a  p roud S co t, fin a lly  accepting  a S co ttish  ro le again - as The Laird in G e o rd ie
(1955) - a fte r so m any ste reo typed  rep resen tations in the  1930s and a  com p le te  avo idance  o f 
them  in the  1940s, expe rim en ting  w ith  a  C zech  p ro fesso r, an Irish  p rie s t and an  English  
docto r. C omm enting  on h is  pe rfo rm ance  in a now -fo rgotten p lay, T h e  G u s h e r  (1937), Naom i 
S im  rem a rks w earily : 'A la s ta ir p layed ye t ano the r com ic  S co tsm an ...it seem s tha t if you  
w an ted  a com ic  S co tsm an  you  go t A la s ta ir S im , but then  w hy would you  w an t a  com ic  
S co tsm an? '. [31 ] W hen he w as o rig ina lly  o ffered  the  ro le o f Joseph  M acroon  in W h is k y  
G a lo re !  (1948) he 'tu rned  it down w ith  the ta rt comm ent tha t he "could  never bear p ro fess iona l 
S co tsm en '". [32] Je ffre y  R icha rd s has conside red  th is  d ilem m a  fo r S co ts  dep ic ted  in B ritish  
film s . He accep ts  tha t cha ra c te r s te reo types and so -ca lled  'ta rta n ry ' can have  a  lim iting  e ffe ct 
on S co ttish  ac to rs  w ho w ish  to  ta ck le  the rea lities o f S co ttish  life  but conc ludes  tha t 'th is  v iew
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ta kes  no accoun t o f the popu la rity  o f the film s . People ev iden tly  p re ferred m yth  to  
rea lity ...T hey  w ent because  they loved the  film s , because  a  reperto ry  o f S co ttish  cha ra c te r 
a c to rs ...sym bo lised  the  nation fo r them  and s ta rs  like ...A !a sta ir S im  rep resen ted  the  nation in 
B ritish  film s '. [33]
I have  a lready noted  S ir E rnest B a rke r's  d iscuss ion  o f Puritans who believe  in 'sp iritu a l 
so litude ' as a  v irtue  and  its  app lica tion  to  e ccen tric s  w ho  a re often prone to  so litude /iso la tion ; 
and I have  recorded  h is  be lie f in an education  system  w h ich  encourages the  g row th  o f 
ind iv idua lity , w ith  e cce n tric ity  as its  m ost ex trem e consequence . [34] H ow ever e c ce n tric ity  is 
s till m uch  re fe renced  in p resen t-day d iscuss ions  o f B ritishness /E ng lishness . Je rem y Paxm an  
suggests re lig ious d iffe rences be tw een  C a tho lic ism  and the  C hurch  o f England as ano ther 
o rig in  o f e cce n tric ity  in England in pa rticu lar. [35 ] A ndrew  M a rr be lieves tha t the  BBC  has 
done m uch  to  p rom ote  the  im age  o f an e ccen tric  B rita in  in its  com edy p rog ramm es (he 
m en tions T h e  G o o n s  and T h e  L e a g u e  o f  G e n t le m e n ); one m igh t add tha t m any BBC  (and  ITV  
et a l.) p resen te rs  (inc lud ing  M a rr h im se lf who has been the  sub je ct o f im persona tion  on  m ore  
than one occas ion ) have con tribu ted  to  the  im press ion  o f 'an is land  o f e ccen tric s '. [36 ] A s  pa rt 
o f the  T h in k  o f  E n g la n d  se ries , b roadcast in 2000, D am ien Johnson  w onders if G rea t B ritish  
e ccen tric s  s till e x is t - and, upon investiga tion , he decides th ey  do. [37] W hile  John B axenda le , 
d iscu ss in g  J .B . P rie s tle y  in 2001, p resen ts a ra the r negative  im age  o f 'm arg ina l e c ce n tric s ' as 
rep resen ta tive  o f the  decay  o f O ld  England. [38] C on tribu ting  to  the  S tr a w  P o ll  D e b a te , 
E n g lis h n e s s  H a s  H a d  I t s  D a y , h is to rian  C h ris to phe r Lee be lieves the re  is  now  a  sense  tha t 
even  to  dec la re  one 's  E ng lishness  m arks one ou t a s  eccen tric ; th is  v iew  is  ra the r 
co rrobora ted  by an e -m a il con tribu to r to  the 'ta lkback ' se ctio n  o f the  sam e p rogramm e - P e te r 
M e rce r's  de fin ition  o f E ng lishness as 'hum our, to le rance , res ilience , adap tab ility , lo ve  o f 
language and o ften  an expe rtise  tha t they like  to  keep  to  them se lves ' is both a  nea t 
encapsu la tion  o f seve ra l ke y aspects  o f E ng lishness  and a suggestion  o f inhe ren t 
e ccen tric ity . [39] Am ong  recen t s tud ie s  o f B ritishness  on ly  A ndrew  M a rr's  is  a live  to  the 
im portance  o f the  B ritish  film  indus try , and desp ite  h is  obse rva tions  (above) abou t the  
in fluence  o f radio and te le v is ion , he conside rs tha t 'because  w e tend to  share film s , ta lk  abou t
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them  m ore a fte rw a rds  and find th e ir ca tchphrases, s ta rs  and issues  recurring  in ou r papers 
and b roadcast m a te ria l a fte rw ards, it could be argued  tha t film  s till m a tte rs  as m uch . F ilm s  
ripple, as te le v is ion  doesn 't'. [40] Je ffre y  R ichards has noted how  d iffe ren tly  e cce n tric ity  is 
represen ted in B ritis h  film s , from  the  'h idden streng ths ' o f the  B ritish  tra ve lle r abroad in T h e  
L a d y  V a n is h e s  (1938) to  its  b lossom ing  accep tance  by a  fo re igner as 'benign  and lovab le ' in 
T h e  D e m i-P a ra d is e .  [41]
A  standard  d ic tio na ry  de fin ition  po rtrays the e ccen tric  as 'ou t o f the  usual course : no t 
con fo rm ing to  comm on ru les: odd ', and eccen tric ity  itse lf as 's in gu la rity  o f conduct: oddness ', 
a lso  describ ing  cha ra c te r pa rts  as those  'po rtray ing  an unusual o r e ccen tric  pe rsona lity  type '; 
in addition, R oge t's  Thesau rus  lin ks  e ccen tric ity  and cha racte r under the  um bre lla  te rm  o f 
'uncon fo rm ity ', and, o f specia l s ign ificance  fo r M argare t R utherfo rd  in v iew  o f her buried  fam ily  
h is to ry , it a lso  lis ts  the  ad je c tive  under 'in san ity ', 'm adm an ', 'cap rice ' and 'im bec ility , fo lly '. [42] 
John S tuart M ill s trong ly  be lie ves in e ccen tric ity  as a  coun te rba lance  to  the  ty ranny  o f 
con fo rm ity  and it is  thus to  be encouraged. In h is  essay  O n  L ib e r ty  (sub -section , O f  
In d iv id u a lity )  o f 1859 he dec la re s  tha t 'e ccen tric ity  has a lw ays abounded when  and where  
s treng th  o f cha ra c te r has abounded; and the am oun t o f e ccen tric ity  in a  so c ie ty  has gene ra lly  
been p roportiona l to  the  am oun t o f genius, m ental v igour and m ora l courage  it conta ined. Tha t 
so  few  now  dare to  be e ccen tric  m a rks  the  ch ie f danger o f the  tim e '. [43 ] In h is  p re face  to  a  
19th cen tu ry  book about E ng lish  e ccen trics , the  author, T im bs, cons ide rs  tha t a lthough  
e ccen tric s  m ay seem  odd the  cha ra c te ris tic  is  o ften  to  be found in pe rsons  o f good cha rac te r. 
He does acknow ledge  a da rke r side  but th in ks  tha t in general te rm s  it is  be tte r not to  judge on 
firs t im press ions. [44] G eorge  S an tayana  a lso  sugges ts an E ng lish  dua lity . He de tec ts  'a  
m ys tica l odd ity ' ta in ted  by a  P u ritan ism  w h ich  'rendered them  a c rid  and fu s s y  and e ccen tric  
and sad '; and ye t he a lso  pa in ts the  nation as a 'pa rad ise  o f ind iv idua lity , e ccen tric ity , he resy, 
anom a lies, hobbies and hum ou rs '. [45] Edith  S itw ell, a  renowned  e ccen tric  he rse lf, o ften  
addressed the  sub ject. H er 1933 w o rk  on English  e ccen trics  is  w ritten  in an appropria te ly  
e ccen tric  s ty le  and language and m akes a num ber o f com pe lling  and con tro ve rs ia l 
observa tions. O n  one hand S itw e ll v iew s e ccen tric ity  as an ’an tido te  aga inst m e lancho ly ’ 
w h ile  asserting  th a t it is e spec ia lly  p reva len t in the English  'because  o f th a t pecu lia r and
- 76-
sa tis fa c to ry  know ledge o f in fa llib ility  tha t is the  ha llm a rk  and b irth righ t o f the  B ritish  na tion ’, an 
ind ica tion  perhaps o f an im peria l a rrogance  cha ra c te ris tic  o f a  com p lacen t upper c la ss ; she 
a lso  cha racte rise s it as 'the  O rd ina ry ca rried  to  a  high degree o f p icto ria l pe rfection ', but is  at 
the sam e tim e  c ritica l o f those  who m igh t in te rp re t the  least contorted gestu re  as e ccen tric ity . 
[46] In her pos thum ously  pub lished  au tob iography she  a ligns e ccen tric ity  to  gen ius (as had 
M ill before her), now  re fe rring  to  it a s  'a ris to c ra cy  o f the m ind and o f behaviou r', u tte rly  
repudiating its  comm on assoc ia tions  w ith  m adness and  fu ll o f adm ira tion  fo r those  'en tire ly  
unafra id o f and un in fluenced  by the  op in ions and vaga rie s  o f the c row d '; she d is cu sse s  the  
autho rs H .G . W e lls  and John  G a lsw o rth y as exam p les o f 'supe r-o rd ina ry  e cce n tric s ' and 
rem a ins de te rm ined  to  defend he rse lf as an ind isso lub le  union o f a ris to c ra t and  a rtis t. [47 ] She 
does a t leas t question  w he ther e ccen tric ity  can  be reduced s im p ly  to  re cu rrin g ly  o rd ina ry  
obsessions o r a  ce rta in  obstinacy  in her tem peram ent.
M ore than one com m en ta to r has noted a  degree  o f e ccen tric ity  in  the po rtraya l o f 
de tectives, som eth ing  comm on to  the w ork o f both S im  and R u therfo rd . C ice ly  H am ilton  
be lieves tha t E dgar A llan  Poe w as the o rig ina to r o f a  pa rticu la r so rt o f de tec tive  w ho  she  
typ ifie s as 'm en  w ith  unusual pe rsona litie s and som e tim es w ith  queer hab its  o r ta s te s ', and is  
a cha rac te r who con tinues to  have a  w ide  appeal am ongst the reading pub lic ; he r e xam p le s  
include Edgar W a lla ce 's  M r Reeder, M a rge ry  AH ingham 's A lbe rt C am p ion, A ga tha  C h ris tie 's  
Poirot, A n thony  W eym ou th 's  Inspec to r T readgo ld and D oro thy  L. S aye rs ' Lo rd  P e te r W im sey , 
a lis t w h ich  in c ludes a  s ign ifican t p roportion  o f fem a le  au tho rs even  if she  om its  to  m ention  
p robably the  m ost fam ilia r fem a le  s leu th  in the fo rm  o f M iss  M arp le. [48] S lavo j Z izek , in h is 
in troduction to  Jacques Lacan  as applied to  popu la r cu ltu re , is keen to  d is tingu ish  be tw een  the 
rise o f the m odem  nove l (o f C h ris tie  and S aye rs ) in the  1920s and the o lde r de te ctive  s to ry  (of 
Conan D oyle  and G .K . C hesterton), and ye t m akes  the  point tha t both su ffe r from  the  sam e 
form a l p roblem  o f 'the im p o s s ib il it y  o f  te llin g  a  s to r y  in  a  lin e a r ,  c o n s is te n t  w a y , o f rendering  
the "rea lis tic " con tinu ity  o f even ts '; in o the r w ords, it is  up to  the de te ctive  to  re con s tru c t a 
linear na rra tive  ve rs ion  o f even ts, even a fte r the  s to ry  is supposed ly  o ve r once  the  aud ience  
is aware o f the iden tity  o f the m urderer. [49 ] O f cou rse  film ed de tective  nove ls  and s to rie s  do 
not a lw ays con fo rm  to  th is  pattern. Fo r instance , R u the rfo rd 's  M iss  M arp le  frequen tly  s te a ls
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the  d e te c tive 's  thunder by usurp ing  h is exp lana tion  w ith  one o f her own, while  A la s ta ir S im 's  
In spec to r C ockrill in G re e n  fo r  D a n g e r  (1946) subve rts  convention  by rendering h is  so lu tion  
su spec t and fa llib le. Z ize k  a lso  d raw s a  d is tinction  between  the 'c la ss ica l' and 'ha rd -bo iled ' 
de te ctive  w hereby the fo rm e r a lw ays  m a in ta ins a ce rta in  d is tance  from  the  even ts o f the  s to ry  
w h ile  the  la tte r becom es a c tiv e ly  in vo lved . He a rgues tha t it is not m ere ly  a  question  o f 
a ssocia tin g  the c la ss ica l d e te c tive  w ith  in te llect and the  ha rd -boiled w ith  phys ica l in vo lvem en t 
but ra the r th e ir degree o f engagem ent in the s to ry . For h im  the  c la ss ica l de tective  'm a in ta in s 
an e ccen tric  position th roughou t;...e xc luded  from  the  exchanges tha t ta ke  p lace  am ong the  
g roup o f su spec ts  cons titu ted  by the  co rpse . It is  p re c ise ly  on the  basis  o f th is  e x te rio rity ...th a t 
the  hom o logy between the  de te c tive  and the ana lys t is  founded '. [50 ] Z izek  con tra s ts  the  
c la ss ica l de te ctive  who happ ily  a ccep ts  paym ent fo r se rv ice s  rendered and the  e th ica l 
c yn ic ism  o f the ha rd -boiled type  w ho w ill o ften d isda in  m one ta ry reward. In te re s ting ly  
R u the rfo rd 's  M iss  M arp le  is  a  k ind  o f eccen tric  hybrid. She  is  ra re ly rem unera ted , no r is  she 
su ffic ie n tly  d isengaged  from  the  g roup  o f suspects as he r nom ina lly  c la ss ica l s ta tu s  m igh t 
suggest, and a lthough in vo lved  w ith  them  she is  never ta in ted  by even ts and rem a ins above  
reproach . H er M iss  M arple  can be seen  as an e ccen tric  ou ts ide r (and is  ce rta in ly  o ften  
v iew ed  in th is  w ay  by som e su spe c ts ), but is as often em braced  by the  group, if d iffe re n tly  by 
its  va rious m em bers, be th e y  a  fam ily , a  d ram a group o r a  sh ip 's  com pany. S im ila rly , A la s ta ir 
S im 's  chara c te risa tio ns , e spec ia lly  in G re e n  fo r  D a n g e r  and A n  In s p e c to r  C a lls  (1954), 
con tinua lly  cha llenge our pe rcep tion  o f the  c la ss ica l d e te c tive  by h is  'flirtin g ' w ith  the  g roup  
w h ile  neve r quite jo in ing  it, h is  e c ce n tric ity  used as a device  to  fasc ina te  and fo il the  su spec ts  
and the  audience.
W hen P ie rre  M a illaud w ro te  h is  1945 book T h e  E n g lis h  W a y  he had lived  in the coun try  a 
m ere fou rteen  yea rs ; he knew  little  E nglish  upon h is  a rriva l but th is  in no w ay im pa irs  the  
pe rcep tive  ana lys is  o f ano the r fo re ign  observe r. He v iew s  e ccen tric ity  as  a  tra n sg re ss ive  
soc ia l a c tiv ity  cha racte rised  by  'ind iv idua ls  who do not challenge the  so c ia l o rde r bu t choose  
to  b reak aw ay from  con fo rm ity  by  s ingu la r pu rsu its  and ha rm less  odd ities '. [51] He be lie ves 
tha t e ccen tric s  are on the  decline  due to  the p ressure  to  su ccum b  to  un ifo rm ity , bu t in 1945 
cou ld  it pe rhaps be a rgued tha t th ey  were  not as p len tifu l because  the  e ffe c t o f w a rtim e
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re stra in ts  had tam ed th e ir behaviou r and the ir pu rsu its  in the cause  o f g rea te r soc ia l 
hom ogene ity?  P oss ib ly . H owever, w hat rem a ins undeniab le is the p ro fus ion  o f e ccen trics , 
headed by S im  and R u therfo rd , filling  B ritish  c inem a screens a t the tim e  o f w riting . F o r 
M aillaud, e ccen tric s  are 'the la s t kn igh ts  o f tha t m oderate, innocuous ana rchy w ithou t w h ich  
c iv ilized  life  soon  becom es ove rpow ering '; s ign ifican tly , he fee ls  English  e ccen trics  (as 
opposed  to  o the rs ) a re  no t dependent on financia l advantage, and a re there fo re  c la ss le ss , 
and, lack ing  exh ib ition ism , can  flou rish  w ithou t the  need fo r an  aud ience; echo ing  S itw ell, he 
p laces  th e ir 'shee r ha rm less ind iv idua lism ' a t the opposite  end to  'the  comm una l b ridge '; he 
goes on:
There  is usua lly  a  d is tin c t touch  o f the  qu ixo tic  about h im  and his 
en te rp rises . The genuine e ccen tric  does not a ttem p t to  de fy  soc ie ty  and its 
laws. He pays the  unavo idab le  tribu te  to  soc ia l o rde r and then  finds refuge 
and conso la tion  in doing w hat the  law  and even  the  w orld pe rm its , but in a 
w ay  and acco rd ing  to  rites  o f h is  own. There is  noth ing  ca lcu la ted  in th is . It 
sp rings  from  insp ira tion . The e ccen tric s  w ere a  g rea t E ng lish  asse t...w ho  
e ve r heard  o f an e ccen tric  P russ ian?  [52]
E a rlie r M a illaud  acknow ledges the  p oss ib ility  o f fore ign  e ccen trics  (be fo re  denying  it) and  is 
a lso  prone to  re fe r to  them  as m ascu line  on ly  - he can su re ly  not have  been unaware  o f soc ia l 
and lite ra ry  fig u res  like  Ed ith  S itw e ll o r a c to rs  like  R u therfo rd . Perhaps he is  m ere ly  g u ilty  o f 
pa te rna lis t om iss ion .
The consensua l p os t-w a r a tm osphere  in T h e  C h a r a c te r  o f  E n g la n d , edited by S ir E rnes t 
B a rke r in 1947, is fa r m ore  d isposed  tow a rds ce leb rating  e ccen tric ity  as som eth ing s till v e ry  
m uch  a live . R ichard  Law  s tre sse s  its  im portance  as pa rt o f the  coun try ’s p rom inen t 
ind iv idua lism , w ith  e ccen tric ity  as 'na tu ra l to  the E ng lishm an ' w ith in  the con tex t o f an 
E ng lishness tha t is  as m uch about 'va rie ty , as well as freedom '. [53 ] He re fe rences M aillaud  
and com pares F rance , w h ich  th in ks  in te rm s  o f nation and fam ily , and England, w h ich  
be lieves in the  in te rp lay o f so c ie ty  and the  ind ividual. He v iew s E nglish  L ite ra tu re  (and by
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extension  film s? ) as a  re flection  o f E nglish  ind iv idua lity , va rie ty  and e ccen tric ity , its 
ind iv idua lism  a  p re ference  aga inst w ork ing  as a team . L ike  M aillaud he a lso  a llow s fo r a m ore 
c la ss le ss  e cce n tric ity  than the  s te reo type , o f m a in ly  upper c la ss  noblem en, m igh t som etim es 
suggest, but a lso  be lieves tha t it is  n e cessa rily  qualified o r m ediated by the  bounds o f law  and 
soc ia l a ccep tab ility . Jam es S u therland  is a lso  concerned w ith  lite ra tu re  and  no tes th a t it is 
co lou red  by the  'strange  in te lle ctua l and em otiona l iso la tion  o f the E ng lishm an '. [54 ] O ne  is 
rem inded  o f the  dua lity  o f S im  and R u the rfo rd 's  represen ta tions o f au tho rs and a cadem ics  o f 
the  post-w a r pe riod  in H u e  a n d  C r y  (1947) (Fe lix  H. W ilk inson ) and P a s s p o r t  to  P im lic o  (1949) 
(P ro fe sso r H a tton -Jones), as cha ra cte rs  both in te racting  w ith  the com m un ity  and se t apart 
from  it. S u therland p resen ts a  d ive rse  lis t o f au tho rs as exam p les w hose  on ly  po in t o f con tact 
is  a  he ightened ind iv idua lity , and fo r whom  the d ic tum  o f the  ancien t G reeks , 'know  th y s e lf, 
m ight be rew ritten  as 'be th y s e lf. [55] V ita  S ackv ille -W es t is  a live  to  the  con trad ic tio ns  
inheren t in e cce n tric ity  when she rem arks  tha t 'the E ng lish , in spite o f be ing pe rhaps the  m ost 
e ccen tric  race  on  earth, en te rta in  the  g rea test ho rro r o f e ccen tric ity ', w h ile  R ebecca  W est 
be lieves tha t it can am oun t to  a  degeneration  o f ind iv idua lity  especia lly  w hen 'e le va ted  into 
he ro ism ' abroad . [56] S umm ing  up, S ir E rnest B a rke r cons ide rs  tha t e cce n tric ity  is  a  constan t 
th read  th rough  the  E nglish  cha racte r, but it is  fu ll o f unexp la ined  and inexp licab le  
con trad ic tions. He believes tha t these  are usua lly  no ticed m ost by fo re igne rs (like  S an tayana), 
a lthough he advises  aga ins t the  p ro fus ion  o f to o  m any e cce n tric s  w ho  m igh t 
render the  tra it too  comm onplace . H ow eve r the ir p resence  in lite ra tu re  as 'c h a ra c te rs ' o r 
'c ra n ks ' co nv in ces  him  o f the  rea lity  o f e ccen tric ity  behind the  rum our. He be lie ves  to o  tha t a 
se lf-su ffic ie n t ind iv idua lism  p roduces an a sse rtive  e ccen tric ity  w h ich  can em erge  as 
e gocen tric ity  and concludes: 'it rem a ins a puzz le  to  m ost o f us tha t the  coun try  o f 'good  fo rm ' 
and p lodding habit should a lso  be coun ted a  coun try  o f rebellion aga inst conven tions  and 
canons '. [57]
By the 1950s N ancy M itfo rd  senses  it is tim e  to  bem oan the dea th  o f the  e ccen tric  
a ris tocra t, w h ile  he r friend E ve lyn  W augh is  res igned  to  accep ting  tha t e cce n tric ity  is  now  the 
p rov ince  o f p sycho logy  and is  there fo re , by im p lica tion , c la ss le ss. [58 ] T he ir com m en ts  are 
responses  to  a  s tudy o f lin gu is tic  c la ss  d is tin c tio n  by P ro fe sso r A lan R oss o f B irm ingham
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U n ive rs ity  w hose  1954 a rtic le  in itia ted  a  live ly  debate w h ich  becam e condensed  and s im p lifie d  
in to  U (as in upper c lass , denoting  co rrect, proper, leg itim a te ) ve rsus  non-U  (as in inco rre ct, 
not proper, no t leg itim a te ). P ro fe sso r R oss 's  in tention  w as not m ean t to  be rep rov ing  o r 
judgm enta l but m e re ly  a fac tua l ana lys is . H ow eve r m any did not in te rp re t h is s tu dy  in th is  
w ay, hence the  com bative  nature o f the subsequen t debate. B ut w ha t rem a ins in te resting  now  
is  the book 's  sub text, w h ich  revea ls  the anx ie ty  o f an es tab lishm en t in the  face  o f an uncerta in  
fu tu re , w ith  dec line  o f the a ris to c ra cy  and the  co rrespond ing  dem ise  o f the  Em p ire , s igna lled  
pa rticu la rly  in 1956, the  yea r o f the  book, by the  Suez c ris is . A t the  sam e tim e the  w o rk ing  
c la ss  were  becom ing  m ore  cu ltu ra lly  v is ib le  (in film s  and R ock  'n Roll e spec ia lly ), a rticu la te  
and soc ia lly  aware. Severa l o f the film s  in w h ich  S im  and R u therfo rd  appear seem  to  re fle c t 
the im p ress ions o f M itford  and W augh, like  C a s t le  in  th e  A i r  (1952), w ith  its  im pove rished  
a ris tocra t, and T h e  G re e n  M a n  (1956), w hose p rinc ipa l cha racte r, H aw kins (S im ), is  an 
a ssass in  w ho  w an ts  to  e lim ina te  m em bers o f the  estab lishm en t. H ow eve r the  use o f com edy 
and the  dep loym en t o f S im  and R u therfo rd ’s em pathe tic  e ccen trics  se rve  to  m ed iate  the 
ha rshe r a spec ts  o f each  na rra tive .
A fte r the  se ism ic  soc ia l sh ifts  o f the s ix tie s  where natural e ccen tric ity  had to  com pete  w ith  
a  fash ionab le , you th fu l hedonism , v iew s o f e ccen tric ity  in the  1970s tend  to  reve rt to  m ore  
conven tiona l s te reo types . Fo r instance , J .B . P rie s tle y , w riting  in 1973, reduces the 
cha ra c te ris tic  to  a  m ale p rese rve  w h ich  finds exp ress ion  in the  pu rsu it o f hobbies and ’hobby ­
h o rse s ’. [59 ] A t leas t he does not confine  h im se lf to  the  upper c la sses , a lthough th is  is  the 
im p ress ion  g iven  by the se lection  o f pe rsona lities in B ridgem an and D ru ry 's  book o f 1975, 
desp ite  th e ir asse rtion  tha t the  assem b led  cha ra c te rs de rive  'from  d iffe ren t ages and 
backg rounds '. [60 ] O f the fifteen  e ccen trics  d iscussed  o ve r ha lf a re o f a ris to c ra tic  o rig in . 
There  are no a c to rs , and m ore  su rp ris ing ly , in a book co -au tho red  by tw o  wom en, on ly  fou r 
fem a le  e ccen tric s  a re  included.
If the  cu rre n t anx ie ty  and unce rta in ty  about the nature o f B ritish  iden tity  seem s lik e ly  to  
continue  fo r som e tim e, ou r m uch-d iscu ssed  e cce n tric ity  is s till ce leb ra ted  less  
p rob lem atica lly . The trad itiona l im age  o f the  B ritish  e ccen tric  m ay  be on the decline, as som e 
argue, bu t the  cha racte r tra it is  su re ly  ve ry  m uch part o f ou r national life  in the  21 s t cen tu ry ,
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even  if  som e o f its  s tandard  beare rs a re  unexpected . A  sa lien t exam ple is  the  boxe r C h ris  
Eubank, w ho as  a b lack m an b rillian tly  and b iza rre ly  subve rts  the  traditiona l w h ite  upper c la ss  
e ccen tric  by h is  appropria tion  o f th e ir speech , m anne rism s, hab its and d ress . [61]
R e turn ing  to  the  connections between e cce n tric ity  and pe rfo rm ance  (see  above , pp. 77- 
78), E lizabe th  B um s records tha t the flouting o f pe rfo rm ance  conventions can  denote both 
'dev iance ', and, a t the  o the r end o f the  sca le , a  m ore accep tab le  e ccen tric ity . [62] H er 
rem a rks  are m ade in the  con text o f a s tudy w h ich  dem onstra tes the sub tle  in te rw eaving  o f 
thea trica l conven tio n  and th e ir echo  in the rea lity  o f soc ia l life. She be lieves th a t in the 
'm odem ' d ram a o f P in te r and O rton  the  cu s tom a ry  'he ro  has made way fo r the  o rd ina ry o r 
e ccen tric  m an '; he r coupling not on ly  reca lls  S itw e ll's  'O rd ina ry  in e xce ls is ' (see  above , p. 77) 
but a lso  se rves  to  rem ind  one o f a  whole e ra  o f pecu lia rly  B ritish  c inem a w h ich  does not re ly  
so le ly  on the  s te reo types o f leading H o llywood p la ye rs  no r those  from  the  R ank C harm  
S choo l! I m ean, o f course , those  peopled by e ccen tric  leading ac to rs like  S im  and R u therfo rd . 
C o -inc iden ta lly , the  recen t NFT cen tenary tribu te  to  S im  (in 2000) billed h im  as 'an o rd in a ry  
m an', a  des igna tion  apparen tly  a t va riance  w ith  h is  pe rfo rm ances  in both c inem a  and thea tre . 
B um s a lso  no tes the  im portance  and in fluence  o f S igm und Freud, espec ia lly  as re flec ted  in 
w rite rs  like  H enry Jam es, Joseph  Conrad  and Thom as H ardy, who becam e 'm ore  conce rned  
w ith  people in so c ia l g roups and the  w ays in w h ich  they react to  and aga inst the  conven tio ns  
o f the  group, than  w ith  the  'g rea t' o r e ccen tric  ind iv idua l'. [63 ] H owever, desp ite  the  upheava ls  
in E nglish  nove ls  and poe try, B um s th in ks  the  conven tions o f E ng lish  d ram a w ere s low e r to  
change due to  a  s trong  thea trica l trad ition w hose  m idd le -c la ss  audiences were  re s is tan t to  
soc ia l and in te llec tua l innovation, and the re fo re  it w as on ly  a fte r W orld  W a r Tw o  tha t new  
k inds  o f d ram a  em erged. The result, fo r a c to rs  like  S im  and Rutherford , w as a  p ro long ing and  
p rese rva tio n  o f th e ir e ccen tric  s ta tus w ith in  the ac ting  p ro fess ion .
The d ifficu lty  fo r le ftis t c ritic s  is  tha t no t on ly  are the  depersona lisa tion  techn iques  o f 
som eone like  B e rto lt B rech t little su ited  to  the ebu llien t reperto ry-tra ined  B ritish  ac to r, bu t the  
ve ry  p resence  o f such  eccen trics  in a cas t po ten tia lly  underm ines the co lle c tive  expe rience  o f 
thea tre  and c inem a. For comm enta to rs like  John  H ess (in h is response  to  T ru ffa u t's  p o lit iq u e  
d e s  a u te u rs ) in d iv idua lity  - read e ccen tric ity  as  a  he ightened fo rm  o f ind iv idua lity  - is  in va lid  as
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it se e ks  to  deny soc ia l and po litica l concerns and rees tab lish  o lde r ideas o f a rt ou ts ide /in  
opposition  to  soc ie ty . [64] A s  heightened ind ividuals , e ccen tric s  are there fo re  pa rticu la rly  
p rob lem atic . If they underp lay th e ir pa rt o r have a  sm a ll ro le an audience fee ls  cheated; if they  
o ve rp la y  an audience  is le ft unconvinced . In addition e cce n tric s  tend to  be represen ted  as 
people ou ts ide so -ca lled  'no rm a l' life  and are thus conce ived  by  w rite rs  and d ire c to rs  as m ore  
fa n ta s tica l figu res, and are the re fo re  poten tia lly  less be lievable.
R aym ond  D urgna t coup les the  B ritish  love  o f e ccen tric s  w ith  the ir sense  o f hum our, and 
cons ide rs  tha t th e y  a re  typ ifie d  in the  c inem a by S im  and R u therfo rd , w hose  cha ra c te rs  are 
'u sua lly  upper c la ss  in o rig in ...and  e ithe r o f independen t m eans o r firm ly  ensconced  in 
au tho rity ...[and ] usua lly  va ria tions on o ld -fash ioned fa the r and aun t figu res  and the  e cce n tric ity  
is n 't e ccen tric ity  a t all, but the  o ld uppe r-c lass  w ay  o f speak ing  ou t bo ld ly  and rude ly '. [65 ] Fo r 
R u therfo rd , th is  is  unden iab ly  true  o f Lady Parke  in M is s in g  B e lie v e d  M a r r ie d  (1937) o r even  
M iss  W h itchurch  in T h e  H a p p ie s t  D a y s  o f  Y o u r  U fe  (1950), bu t le ss  so  o f M adam e A rca ti in 
B lith e  S p ir it  (1945) o r N urse  C a ry  in M ira n d a  (1948). A la s ta ir S im  m ay o ften  ca rica tu re  fig u re s 
in au tho rity  like  M r M cFo rre s t in H e r  F a th e r 's  D a u g h te r  (1941) and W etherby Pond in T h e  
H a p p ie s t  D a y s  o f  Y o u r  L ife  (1950), but m ore often  h is  po rtra ya ls  like  the  a ssass in , H aw kins, 
in T h e  G re e n  M a n  (1956) o r H aw trey  M urington, the  film  p roducer, in L a d y  G o d iv a  R id e s  
A g a in  (1951), if s till e ccen tric , are re fre sh ing ly  o rd ina ry  a t the  sam e tim e .
M aurice  S e lla r a lso  h igh ligh ts the w ork o f S im  and R u therfo rd  as  p rom inen t B ritish  
e ccen trics . He d raw s a tten tion  to  th e ir e lu s iveness and (like  o the rs) lin ks  th e ir e ccen tric itie s  to  
gen ius. [66] He cons ide rs  too  tha t 'the crea tion  o f c la ss ic  e ccen tric s  ow es m ore  to  the  s k ill o f 
obse rva tion  than to  any o the r a ttribu te ' and tha t as p layed by cha ra c te r a c to rs  like  S im  and 
R u therfo rd  they 'e x tend  the ir pe rfo rm ances  w ay beyond the scope o f th e ir ro les, adding  an 
e x tra  indefinable d im ens ion  to  all tha t they do and sa y '; fo r B ritish  c inem a they a re 'a  b reed 
apa rt' who have 'an in tangib le  unique qua lity  tha t m a rks them  ou t as 'd iffe ren t'...transcend ing  
the  scrip t, the cam eraw o rk  o r even  the  m ost insp ired  d ire c to r'. [67]
The jo y o f R u the rfo rd 's  pa rticu la r brand o f e cce n tric ity  is  he r seem ing  unaw areness o f it 
and the  duality o f he r appearing to  e x is t in her own w orld  a t the  sam e tim e  as she in te ra c ts  
w ith  o the r ac to rs , he r best pe rfo rm ances en livened by the  p resence  o f o the r e ccen tric s , like
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Sim  and Jo yce  G ren fe ll in T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  o r R obert M o riey in M u rd e r  a t  th e  
G a llo p  (1963). M ore than one c ritic  regre ts her ins ign ificance  to  the p lo t in m any o f her film s  
desp ite  the  richness  she b rings to  the  na rra tive ; and because o f the im pe ra tive  fo r her to  be 
eccen tric  p roduce rs  and cas ting  agents often m iss  a pathos tha t lies behind he r com ic  
po rtra its . H er firs t b iog rapher E ric  Keown, d iscuss ing  her stage M adam e A rca ti, th in ks  tha t 
'm os t o f he r com ic  e ffe c ts  sp ring  no t from  ca lcu la ted  d is to rtion  bu t from  the  eager w a rm th  w ith  
w h ich  she em b ra ces e ccen tric ity '; and o f her m a lic ious a ris toc ra t in A nou ilh 's  R in g  A r o u n d  th e  
M o o n  he cons ide rs  he r 'ab ility  to  s ting  m ay seem  a  su rp ris ing  weapon but as she em p lo ys  it, 
it is  never ug ly. It governs m uch  o f he r best com edy, lending it a s tringency  and holding the  
ba lance o f e cce n tric ity '. [68 ] In o the r w ords, she knew  how  to  con tro l a  natural tra it in o rde r to  
enhance a pe rfo rm ance , keeping it in check  w henever necessa ry. Indeed, R utherford  he rse lf 
ta lks  o f 'the e cce n tric ity  tha t I la te r developed into  m y own specia l techn ique '. [69] She a ls o  
had the sense  to  rea lise  tha t she w as not an in s tin c tive  com ed ian, a lw ays p laying  he r com edy  
se rious ly . H ow ever, a t d iffe ren t tim es, she accep ted  and re jected  the  link ing  o f he r pub lic  
e ccen tric ity  as the  log ica l ou tcom e o f her p rivate  life . W hen questioned  on the sub je c t she  
w as a lw ays rem a rkab ly  candid. To  M ichael Dean, w ho a sks  abou t the 'm y th ' o f he r 
e ccen tric ity , she rep lies: 'I don 't m ind being thought e ccen tric , because  I like  to  be a  pe rson  by 
m yse lf, you  know , w ith  m y own k ind o f w ays  - 1 m us tn 't sa y  d is tin c tive , but, a  little  b it odd, I 
don 't m ind being '. [70] A nd  to  he r b iog rapher Gwen R obyns, w ho a sks  he r if she is  e ccen tric , 
she responds: 'I hope I am  an ind ividual. I suppose an e ccen tric  is a super ind ividual. P e rhaps 
an e ccen tric  is ju s t o ff-cen tre  - ex cen tric . Bu t tha t con trad ic ts  a  be lie f o f m ine tha t we have  
got to  be cen trifuga l - d ive rs ifie d ', the  fina l thought a  c lea r ind ica tion  tha t she is w e ll aw a re  o f 
the dua lities w ith in  he r own nature. [71 ] She goes on to  regre t he r typeca s tin g , but conc ludes  
tha t 'the re  is  m ore la titude  in e ccen trics . They a re a lw ays  honest [true  to  th em se lves? ] and  
have th e ir own qua lity  o f m adness. In the  fina l a ssessm en t I th in k  th e y  w ill be the S a in ts '. [72 ] 
W ith  cha ra c te ris tic  s in gu la rity  she ends her au tob iography not, as  one m igh t expect, w ith  
som e lines by a  frie nd  like  W a lte r de la M are, but w ith  ly ric s  by Paul S im on w h ich conclude  
tha t 'flow e rs  neve r bend w ith  the  ra in fa ll', a  sen tim en t underlined by a  rem a rk  (apparen tly  by  
the d ire c to r John  B ou lting) tha t she represen ts the  o rig ina l flow e r ch ild ! [73]
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To an ea rly  in te rv iew er A las ta ir S im  cons ide rs he has had 'an odd so rt o f life ', and a 
P ic tu r e g o e r  p ro file  o f 1950 ta lk s  o f h is  'm ad -ha tte r' pa rts , both euphem ism s, it m igh t be safe to  
assum e, fo r e ccen tric ity . [74 ] M aurice  Se lla r is keen to  s tre ss  the im portance  o f S im  as a 
S co ttish  e ccen tric  w ho  p roves  'conc lu s ive ly  tha t e ccen tric ity  in en te rta ine rs is  not an English  
p re roga tive ', w h ile  Caughie and R ocke tt note tha t he 'se ldom  d isgu ises  h is  S co ttish  acen t: it is 
s im p ly  ano ther fea tu re  w h ich  he d raw s on to  co lour, and perhaps expla in , h is  e ccen tric ity '. 
[75] In th is  he is  well m atched , e specia lly  in h is stage  w ork, by the s trong  e lem ent o f fan tasy  
to  be found  in the  w riting  o f friend  and fe llow  Sco t, Jam es  Brid ie. L ike  M argare t R u therfo rd , 
S im 's  m anne rism s and behaviour are o ften  com pared  to  an im a ls (Te rence  P e ttig rew  re fe rs  to  
him  as 'a t tim es  like  a  tu rke y  s ta rtled  by b right sun ligh t'), and a lthough  le ss  d isposed  to  
d iscuss ing  h im se lf and h is art, pa rticu la rly  in h is  la te r yea rs , h is friends and those  w ho  w orked  
w ith  h im  have  le ft som e pene trating appra isa ls  o f the  m an and his essence . [76 ] Ian M cKe llen, 
who ac ted  w ith S im  in the  theatre , describes h im  as 'a  ta ll man, [w ith  a ] sham b ling, s trange 
face  - not beau tifuL .H e  w as e ccen tric . He w as funny and a t odds w ith  the  w o rld '; he goes on 
to  cha racte rise  him  as
a so lo  s ta r pe rfo rm er. The m ark o f h is ta len t w asn ’t to  w o rk  in a  group. It 
w as ra the r to  w o rk  on h is  own, and a lthough he was a s ta r, he w as  
ex trem e ly  m odes t...if you  wanted to  ca tego rise  him  - if he w ere 
ca tegoris ing  h im se lf, perhaps he would recogn ise  h im se lf a s being one o f 
those  g rea t e ccen tric s  w ho stradd le  tim e  and ju s t says "I am  w ha t I am , 
and, like  it o r not, here I am ". [77]
M cKellen  be lieves S im  w as 'u tte rly  ba ffled  by the  w orld ' and susp ic io us  o f those  in au tho rity , 
w h ich  is  a  reason w hy he often p layed figu res o f the estab lishm en t 'and  showed them  to  be 
foo ls ', suggesting  perhaps tha t S im 's  e ccen tric ity  w as  a  necessa ry  coun te rba lance  to  his 
in to lerance  o f those in pos itions o f power; M cKe llen  conc ludes tha t 'the  banner th a t he was 
waving  w as  fo r freedom  and fo r ind iv idua lity  and fo r g rea tness o f hum an sp irit and re fusa l to 
be constra ined  o r bound down by g rea te r fo rces '. [78]
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Like h is o the r g rea t e ccen tric  co lleague, M argare t Rutherford , the re  is  a  sense  o f 
in ev itab ility  tha t S im 's  pe rfo rm ances  are accomm oda ted  m os t su ccess fu lly  in the  com pany o f 
o ther e ccen tric  a c to rs  and s itua tions. In a  roughly ch rono log ica l ove rv iew  o f th e ir w o rk  I hope 
to  illustra te  the  d iffe ren t le ve ls  o f e ccen tric ity  w h ich  a re d isp layed  by both ac to rs  w ith in  the 
con tex t o f the  B ritishness  o f the film s  (and som e te le v is io n  p rog ramm es) in w h ich  th ey 
appear.
M argaret R u the rfo rd 's  e a rly  film s  o f 1936-7 are ha rd ly  represen ta tive  o f her acting  s ty le , 
and a lthough she  is  a sked  to  po rtray a  range o f ch a ra c te rs  one senses  a  ce rta in  
aw kw ardness  be fore  the  cam eras w h ich  ba re ly  revea ls  the qu irk iness and he ightened 
ind iv idua lity  o f w ha t we know  o f he r stage pe rfo rm ances. Som e cha rac te rs  a re  too  
insubstan tia l to  m ake  m uch  o f an im press ion , like  he r nanny in B ig  F e lla  (1937), o r the 
housekeeper in T a lk  o f  th e  D e v il (1936); in o the rs he r natu ra l exuberance is  inh ib ited  by the  
c laustrophob ic  s tud io  se ts , and  there are roles, like  M agg ie  C a rberry  in C a tc h  a s  C a tc h  C a n  
(1937), w h ich, a lthough  in te resting , find her, if not m iscas t, then s lig h tly  ill a t ease . If he r 
M rs Ba ldw in  in B e a u ty  in  th e  B a rg e  (1937) is  m ore  fam ilia r te rrito ry , it is  b lem ished  by an 
unconvinc ing  C ockney  accen t. H owever the film 's  B ritishness  m akes it o f m ore  than 
incidental in te rest. The film 's  pub lic ity  uses the  te rm s  'E ng lish ' and 'B ritish ' in te rchangab ly , 
as do som e com m en ta to rs  (see  above, p. 67), ca lling  the  hum our 'e ssen tia lly  E ng lish ' w h ils t 
enthusing  abou t 'the de ligh tfu l B ritish  landscapes and rive rs id e  backgrounds ', proof, pe rhaps, 
in the e ra  o f the  'quo ta  q u ic k ie ' tha t loca tion  shooting w as no t the  norm ; one headline a c tua lly  
dec la res  th a t the  film  is  'co -s ta rring  England ' and the re  is a  no ticeable em phasis  on 
E ng lishness fo r those  ab road  (in the dom in ions) w ho a re pe rhaps nosta lg ic  fo r home; th u s  'the 
p ic ture  has had the  advan tage  o f being able to  secu re  p ic tu re s  o f England as those  e x ile s , 
aw ay in fa r flung  ou tpos ts  o f Em pire  like to  im ag ine  it', hence  the p rofus ion  o f 'qua in t little  
fish ing  v illa ges ' and 'lo ve ly  little  country  inns and co ttages '; m ore  know ing ly, and as if aw a re  o f 
the crea tion  o f a rtifice  on the  screen , the descrip tion  con tinues: 'We, liv ing  in England, know  it 
be tter as a dam p, d riz z ly  land o f a rteria l roads and ug ly  bungalow s', a lthough the  d ire c to r has 
chosen  to  dep ic t 'the  sum m e ry  England we all like  to  d ream  about'. [79] B eside  the  sce n e ry
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the  pe rfo rm ances  a re a lm ost o f seconda ry  im portance , a lthough it is  in te res ting  tha t the film  is 
so ld  on G ordon H a rke r's  m a jor cha ra c te r pa rt ra the r than the  inexpe rienced  rom antic leads, 
som eth ing le ss  lik e ly  in the  general run o f H o llywood  m ovies  o f the  tim e . (W a llace  B eery is 
p robab ly  H a rke r's  c lo ses t Am erican  coun te rpart.) R utherford  a t least sneaks  into the pub lic ity  
p ic tu res and m akes enough o f he r pa rt to  be no ticed by rev iew e rs. H owever, the fa rc ica l 
d ia logue and m agn ificen tly  ou ts ized  cha racte risa tion  o f he r Lady P a rke  in M is s in g  B e lie v e d  
M a r r ie d  (1937) p robab ly  su its  her be tte r, even if the  sc rip t is  m arred by ra c is t ove rtones. Fo r 
instance, she ca lls  the  Ita lian Em ilio  (Em ilio  C argher) w ith  w hom  he r granddaugh te r, 
H erm ione (H aze l Te rry), is  p lanning to  e lope, 'tha t fo re igner'. She a lso  op ines to  M av is  (S he ila  
Young), a  concerned  friend  o f H erm ione 's , who trie s to  speak Ita lian: 'N o  decent E nglish  
w om an shou ld e ve r a ttem pt a  fo re ign  accen t!'. And to  he r apo loge tic  so lic ito r M r Horton 
(C harles Pa ton) she comm ands: 'D on 't sh rug ...it's  ve ry  unEng lish '. O r is  th is  m ere ly  a  pa rody 
o f a ris to c ra tic  su pe rio rity  bom  o f a  cu ltu re  o f B ritish  co lon ia lism  w h ich  is  v e ry  su re o f itse lf?
By con tra st, A la s ta ir S im 's  film s  o f the  1930s, by the ir shee r num ber a lone  (24), a llow  him  
to  exp lo re  a  w ide r range o f cha racte risa tio ns. H is S ergean t M ackay  in R iv e r s id e  M u rd e r
(1935) (h is firs t film ) m ixes  a w icked  sense  o f hum our w ith  a  ce rta in  unde rly ing  m enace. The 
edge in h is  vo ice  and pugnacious e xp ress ion  p resen t h is e ccen tric itie s  c red ib ly  in the  con tex t 
o f the w itty  d ia logue he is a llowed. He is undeniab ly the e ccen tric  ou ts ide r, espec ia lly  as  he is 
so  often show n as  a com m en ta to r on the  action  ra the r than  a  pa rtic ipa to r in it, and how ever 
m uch  he a ttem p ts  to  in tegrate w ith  h is  fe llow  ac to rs  he rem a ins d is tin c tive , tow ering  
ph ys ica lly  o ve r h is  boss, the  in specto r (Basil S ydney), h is  u n like ly  d e te c tive  se tting  h im  apart. 
S ign ifican t too  is  the  fa c t o f h is  pe rsuading  the s tud io  to  change the  o rig ina l C ockney  
cha ra c te r in to  a S co t w ith  a  broad accen t. A t th is  s tage in h is  ca ree r he w as happy to  p lay the 
pa rt fo r laughs even  when his de fin ing  S co ttishness  is  m ocked , w hen, a t one point, an 
inqu is itive  fem a le  reporte r (Judy  G unn) is  handcu ffed  to  the  bann is te rs . He laughs a t her 
p red icam en t and she responds w ith  the  m ost w ounding rem ark  she  can  conju re : 'You 
hagg is !'. In the  next tw o  film s  S im 's  e ccen tric itie s  o f speech  and behaviou r a lready  see him  
p itted  aga in st o the rs o f s im ila r ilk, thus  in A  F ire  H a s  B e e n  A r r a n g e d  (1935) he sha res  m any 
scenes  w ith  the  c low ning  o f F lanagan and A llen, and in T h e  P r iv a te  S e c r e ta r y  (1935) he has a
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delightfu l if b rie f m om en t in the  com pany o f h is firs t e ccen tric  woman, M iss  A sh fo rd  (Sydney 
Fa irb ro the r), a rep resen ta tion  o f the  a rche typa lly  do tty  m aiden aunt. O f the la tte r p roduction  
F ilm  W e e k ly  d e sc rib e s  S im  as 'the on ly  "odd m an'" o f the cas t who is 'engag ing ly  ghou lish as 
a sanctim on ious and shady m ed ium ’. [80] Both film s a lso  show  him  as unprob lem atica lly  
E ng lish  fo r the  firs t tim e , a lthough the  tw o  tha t fo llow , L a te  E x t r a  (1935) and  T ro u b le d  W a te rs
(1936), begin to  typ e ca s t him  as S co ttish  even down to  h is  nam e, w h ich  is , ra the r p red ic tab ly , 
'M ac '. M uch be tte r is  S im 's  s te rn  m in is te r A ngus G raham  in W e d d in g  G ro u p  (1936), a  film  
pa rtly  set in a S co ttis h  v illage  and d irected  w ith  pe riod  rea lism  by fe llow  S co ts, C am pbe ll 
G u llan  and A le x  B ryce , a lthough the  rev iew er fo r T h e  M o n th ly  F ilm  B u lle t in  ta kes  excep tion  to  
'an e lem ent o f ca rica tu re  in the  po rtraya l o f a  se rv ice  in the k irk '. [81] A le x  B ryce  a lso  d ire c ts  
S im  in T h e  B ig  N o is e  (1936) w h ich  p rem atu re ly  p rom otes h im  to  s ta r s ta tu s  and m a rks  a 
tem po ra ry re ve rs ion  to  E ng lish  ro les and a sequence  o f cu rio us ly  un fo cussed  film s. W ithou t 
adequate sc rip tin g  o r d irection , S im 's  response, a lthough inva riab ly  ente rta in ing , is o ften  to  
m ug fo r the cam era , ove rexaggera ting  the charac te risa tion , h is  fam ila r m anne rism s a lm os t 
tak ing  on a life  o f th e ir own. In T h e  B ig  N o is e  and T h e  M y s te r io u s  M r  D a v is  (1936) the  
boundaries be tw een  m ere e cce n tric ity  and overac ting  a re  con tinua lly  b reached . In the la tte r 
he is cast as 'The  Lunatic ' (nom ina lly  Theodore G . W ilcox ), an  insane e x -c ity  banker, a  ro le 
w h ich  was ca sua lly  inse rted  in to  the  film  at the la s t m inu te . It m a rks  h is  m ost e ccen tric  
po rtraya l so  fa r and  appears to  o ffe r him  an a lm ost free  hand resu lting  in the  use o f a  whole 
ba tte ry  o f dev ices  to  crea te  an u tte rly  s ingu la r and unse ttling  charac te r. W ith  h is  ha ir s tand ing  
up on e ithe r s ide  o f h is  bald pate he laughs h is  c ra zy  laugh and when  asked  who he  is 
dec lares, w ith  an exaggera ted  grin  and sta ring  eyes: 'D on 't look now , bu t I am  D av is !'. The 
m ost b iza rre m om en t o f all o ccu rs  when he d is rup ts  a bus iness m eeting by bu rsting  th rough  a 
frieze  dep icting a  G reek god, a  large  p laste r on h is  fo rehead and sm iling  m an ica lly ; he a lso  
ca rrie s a  sm a ll bom b  and dem ands a  m illion pounds. U nsu rp ris in g ly  the m eeting d isso lve s  
in to  uproar! H is  ove rem phasis  m ay a lso  a rise  from  a lack  o f con fidence  in the  m ate ria l, bu t he 
would soon rea lise  th a t h is  best course  as an a c to r w as  to  s tee r between  a ro le like  the 
devious D rayton  in K e e p  Y o u r  S e a ts  P le a s e  (1936) w ho  is  eas ily  in tegrated  into the  fa b ric  o f 
the narra tive  and pa rts  like  'The Lunatic ' w h ich  are so  ou tland ish  tha t they  c la im  all the  film 's
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in te res t w ithou t a n y  real ju s tifica tio n . A cco rd ing ly  h is  next role as the In te rp re te r in T h e  M a n  in  
th e  M ir r o r  (1936) com p lem en ts  Edward E ve re tt H orton 's  s ta r pe rfo rm ance , p rovid ing a 
d ive rs ion  from  the  m ain fo cus  o f a tten tion  - H o rton 's  d iv ided  and com pe ting  se lves - by 
exh ib iting  tw o  cha ra c te risa tio ns  o f h is own. The m ore absurd  o f the  tw o  is  h is  fraudu lent 
in te rp re te r w ith h is  fake  gobb ledygook, darkened sk in , m oustache  and tu rban. H ow ever when 
he is  a llowed to  d rop  the  p re tence and return to  h is m ore  fam ilia r sc reen  pe rsona  h is natura l 
e ccen tric ity  is revea led m ore  te lling ly .
G a n g w a y  (1937) is  the  firs t o f th ree  film s  in w h ich  S im  appears w ith  Je ss ie  M atthew s; the 
o the rs are S a ilin g  A lo n g  (1938) and C lim b in g  H ig h  (1939). S im 's  ro les as an unde rcove r 
de tective , a  pa in te r o f a b s tra c ts  and a C om m un ist (re spec tive ly ) function  in re la tion  to  the  s ta r 
in m uch the sam e fash ion as  do  Edward E vere tt H orton  and E ric  B lo re 's  pa rts  in the 
A s ta ire /R oge rs  m us ica ls , tha t is  as w e lcom e com ic re lie f. S im  has scope  fo r e ccen tric  flig h ts  
o f fa ncy  wh ich  a re  en tire ly  believab le  w ith in  the  fram ew ork  o f each b rea th less  na rra tive . 
H owever, even  if the  cha ra c te rs  are w e ll-conce ived , they  do not a lw ays  em erge  as re levan t 
o r nece ssa ry  to  the  scenario . A dditiona lly , S im 's  pe rfo rm ances are not enhanced by the  film s ' 
ap ing o f H o llyw ood  m ode ls and o the r Am erican  ste reo types. For instance , in G a n g w a y , 
V a r ie ty  is  critica l o f the  'gangste r s tu ff as in terpre ted  by B ritish  m inds [w h ich ] w ill get som e 
o ffbea t laughs in the  U .S .. E ffo rt to  im ita te  the Am erican  id iom  o f handling su ch  m a tte r shoo ts 
fa r too  w ide '; s im ila rly , the  w ise c ra ck in g  d ialogue o f S a ilin g  A lo n g  fee ls  un id iom atic  in a  B ritish  
film , while, as R obert M oss obse rves, C lim b in g  H ig h  is  'a  screw ba ll com edy tha t w as  
o bv io u s ly  p repared  from  Am erican  rec ipes ' and has a  s c rip t w h ich  's coop s  up a  num ber of 
dev ices  from  the screw ba ll genre and inse rts  them  in to  E ng lish  se ttings '. [82]
In T h e  S q u e a k e r  (1937) S im  p lays a  S co ttish  reporter, and has the  chance  to  re fine  an 
a lready su ccess fu l stage pe rfo rm ance . He is a  d is tin c t bonus, pa rticu la rly  in a  m ore se rious - 
m inded  narra tive. A nd  ye t here he is po rtraying  another 'c om ic  S co tsm an ' (see above, p. 74) 
w ith  m ore to  com e in the  'Th is  M an' and In specto r H om le igh  se ries . T h e  M o n th ly  F ilm  
B u lle t in 's  c ritic  re fe rs  to  h im  as  a  'S co tch ' (!) reporte r w h ile  ano ther com m en ta ry  ta lks  o f the 
in c lus ion  o f 'som e  go rm less E ng lish  hum our' w ith in  a 's tandard  th irtie s  B ritish ' p roduction. 
[83 ] To  add to  the  c ro ss -cu ltu ra l confus ion, co -s ta r Tam ara  D esn i is critiq ued  by V a r ie ty  fo r
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a lte rnating  between 'good E ng lish  and som e so rt o f a  b roken  con tinen ta l accen t', to  say 
nothing o f W illiam  Howard, a  H o llyw ood  d irecto r 'im ported  to  po lish  up the  B ritish  screen , 
[w ho] seem s to  have had a bad tim e  w ithou t h is old techn ica l crew '. [84] O ne  could a rgue tha t 
perhaps S im  m igh t have  been m ore  d isc rim ina ting  in the cho ice  o f pa rts  he accep ted , 
especia lly  as he w as now  in such  dem and, a lthough it seem s tha t h is hec tic  w o rk  rate w as 
d icta ted  m ore by the  p re ssu res  o f ea rn ing a living.
B y con trast, T h e  T e r r o r  (1938) is  no ticeab ly  d irected , by R ichard B ird , a  stage  and screen
actor, w ith  a  fla ir and soph is tica tion  unusua l fo r the  period, and ce rta in  touches ra ise the film  to  
a new  leve l in B ritish  c inem a, re flecting  a  g row ing techn ica l and in te llectua l con fidence  in the  
m edium . In pass ing , the re  is  an im p re ss ive  use o f m ontage centre ing  the  film  in its  own tim e , 
a  freedom  o f cam era  m ovem en t and an in te lligent va ry ing  o f sho t se lection . L ike  T h e  M a n  in  
th e  M ir ro r , S im  po rtra ys  tw o  ro les, S oapy M a rks, a m em ber o f a  crim ina l gang, and the  
Reverend E rnest P artridge  (in d isgu ise ). Again, pu re ly  in te rm s o f pe rfo rm ance , h is  m oody 
crim ina l is the m ore convin c ing  in h is  natura l and e ccen tric  changes o f pace  than  the  fake  
gen tility  o f h is  fawn ing p riest.
A l f s  B u tto n  A f lo a t  (1938) is  ye t ano the r D epress ion -e ra  w ish -fu lfilm en t fan ta sy , a  ve ry  
B ritish  fa rce , fran tic  and su rrea l, a lthough in te res ting ly  T h e  M o t io n  P ic tu r e  H e r a ld  com m en ts  
tha t 'when it com es to  c ra zy  com edy B rita in  can  go one c ra z ie r than  its  Am e rican
contem pora ries. B e tte r team  w o rk  and m ore h ila rious c lown ing have  not been seen  in a
B ritish  com edy '. [85] A nd  desp ite  the  fa c t o f S im  'p lay ing  w ith  the m os t e ccen tric  bunch  o f 
com ed ians e ve r b rough t toge the r in B rita in ' h is  own inheren t e ccen tric itie s  ou tsh ine  the  
overp layed  m usic-ha ll rou tines o f the  s ix -s trong  C ra zy  G ang. [86] The ve ry  fa c t tha t S im 's  
scenes  as the  G enie o ften  had to  be sho t apart from  the  o the r a cto rs , fo r techn ica l reasons, 
add itiona lly crea tes a  ce rta in  a rtific ia l d is tance  from  them  w h ich  on ly  em phasize s  S im 's  
sub tle r d isp lay  o f qu irky  speech  and behaviou r.
The 'Th is  M an' film s , w h ich  include T h is  M a n  is  N e w s  (1938), T h is  M a n  in  P a r is  (1939) 
and the re lated L a w  a n d  D is o r d e r  (1940), un like  the Jess ie  M atthew s film s  (above), p rove  
tha t aping the  H o llyw ood  m odel - here the  'Th in  M an' film s  o f W illiam  Pow ell and M ym a  Loy  - 
can som etim es w o rk  to  advantage . R achae l Low  ca lls  the firs t en try  in the  se ries 'a  byw o rd
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fo r w hat a  B ritish  film  should be ’, and o the rs have described  it as, va rious ly , 'an E ng lish  'Th in  
M an", 'typ ica lly  B ritish ', and possessing  'a snap  and spark le  reg re ttab ly  rare in B ritish  film s '. 
[87 ] A ubrey Flanagan, fo r T h e  M o tio n  P ic tu re  H e ra ld , conside rs tha t it 'e xchanges the  
crispness  o f Am erican  w ise c ra ck  fo r the  m ore face tio us and less  sub tle  E ng lish  w it' and th a t 
'its  ex tra  B ritish  appeal m ay be lim ited  by the de riva tive  nature o f the m ate ria ". [88 ] He seem s 
m ost im p ressed  tha t the  p roduction  is  m ade fo r $75 ,000  ra the r than the  $200 ,000  he 
expected. H ow ever m ost c ritic s  a re fu lsom e in the ir p ra ise  o f S im 's  S co ttish  jo u rna lis t Loch lan  
M cG rego r (once  again, 'M ac '). F ilm  W e e k ly  ta lk s  o f 'another o f h is  unctuous S co ts  
cha ra c te risa tions ' and no tes a lso  tha t 'S co ts  p layed a  big pa rt in the p roduction  o f th is  p ic tu re ', 
re ferring  to  tw o  o f the  th ree  w rite rs  (M acDougal! and M ackinnon) and the  d ire c to r D av id  
M acDona ld . [89] The second  film  in the se ries  re loca tes the  m ain cha ra c te rs  to  P aris , and 
again S im 's  S co ttish  ed ito r is  a  h ighlight, a lthough the  ca rica tu re  o f the S co t in P a ris  is a  little  
overdone , exem p lified  by the  plaque adorn ing M ac 's  lodgings tha t reads: 'P ens ion  E co ssa is  
(The W ee S co ts  Hoose), S pecia lite s de la m aison  - Le Porridge, L 'H agg is . P rop . M dm e. 
C o lle tte  M acK in io sh ', a  sho t w h ich  is underlined on the  sound track by bagpipe m us ic . The 
th ird  film  adop ts the  sam e com edy-th rille r fo rm u la  and tra ns fe rs  the ac tio n  to  the  legal w o rld  
w here  S im 's  'S co ttish ' hum our is found both 'lugubrious ' and 'canny '. [90] Fo r S im  the  m a jo r 
ga in  in all th ree  film s  is  tha t fo r once  h is e ccen tric  behaviou r is not s ide -lined  but a llow ed  to  be 
cen tre -stage  and share equal im portance  w ith the rom antic  leads. B y the  second  film  the re  is 
a  d is tin c t sense tha t h is  e cce n tric ity  is  a lm ost ca rry ing  the  film  and ye t he rem a ins ve ry  m uch  
pa rt o f the team  a t the sam e tim e .
In the In spec to r H om le igh film s , w h ich com prise  in s p e c to r  H o m le ig h  (1939), I n s p e c to r  
H o rn le ig h  o n  H o lid a y  (1939) and In s p e c to r  H o m le ig h  G o e s  T o  I t  (1941), it is  deba tab le  
w he the r S im 's  b lundering  S co ttish  Sergeant B ingham , w ho  is prone to  tu rn  up in a ll k inds o f 
un like ly  s itua tions, revea ls  h is  e ccen tric ity  as na tu ra lly  in p lo ts  w hich  seem  im posed  upon him  
ra the r than evo lv ing  as the log ica l ou tcom e o f h is  cha rac te r. O ne is a lso  s tru ck  by the  m uch  
m ore  B ritish /E ng lish  feel o f these  film s com pared  to  the T h is  M an' se ries , a qua lity  w h ich  on 
occas ion  w o rks  aga ins t them , reducing the ir in terna tional appeal, not le as t because  o f the  free  
use  o f accen ts  and d ia lec ts , includ ing the C ockney  o f G ordon  H a rke r's  in spec to r and the
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Sco ttish  repartee  o f S im 's  se rgean t. In an appra isal, G raham  G reene app lauds 'good E nglish  
c inem a ' w hose  film s  'have lo s t th e ir ta s te le ss  Sem itic opulence  and are becom ing  E ng lish '. 
[91 ] For all h is  p ra ise  he fa ils  to  iden tify  the less  than fla tte ring  im age o f S co ttishness 
con tinua lly  im posed  on S im  by w ha t the  film 's  p ressbook desc ribe s  as 'G ordon H a rke r's  
supe rio r sco rn fu l w it'. [92] M arke r re fe rs  to  S im 's  cha racte r as descend ing  from  a 'savage  
race ', h is ch ie f superin tendent w a rn s  him  o f putting h is tru s t in 'a  s im p le  S co t', and w h ile  S im  
and H a rke r a re in the com pany o f the  G reek Kavanos (S teve  G e ra y ) H a rke r de libe ra te ly  
underm ines h is  co lleague w ith : 'H e ’s a  foreigner, sir, iike you !'. The th ird  in the  se ries  is 
no tab ly  m ore top ica l as the  pa ir jo in  the a rm y  in the ir search  fo r a  fifth  co lum n ist, and it is 
s ign ifican t tha t H om le igh 's  jib e s  abou t B ingham 's S co ttish  iden tity  have  all but d isappeared , 
the  fact o f w a r p roducing a ce rta in  consensua lis ing  e ffe c t on th e ir re la tionsh ip .
Q u ie t  W e d d in g  (1940) and S p r in g  M e e t in g  (1941), in w h ich  M arga re t R utherford  appears, 
a re perhaps ra the r un like ly  film s  to  em erge  a t a  tim e  o f w ar and a t the height o f the  w o rs t o f 
the  bombing, and ye t both w ere  w e lcom ed  by  aud iences and c ritic s  as  inescapab ly  B ritish  
d is trac tions . R eactions on both s id es  o f the A tla n tic  re flect th is  im press ion . A ubrey  F ianagan 
o f T h e  M o t io n  P ic tu r e  H e r a ld  ca lls  Q u ie t  W e d d in g  'firs t c la ss  escap ism  from  the som bre  
m ood o f the  tim es ' and 'a w itty  in fe c tious  exam p le  o f the E ng lish  laughing at th em se lve s '; he 
concludes tha t 'the film  w ill be an im m ense  su cce ss  in w a r-tim e  B rita in . E lsew here it w ill be 
re lished as are few  o f its loca l con tem po ra rie s '. [93] T h e  T im e s  finds the  film  'b le ssed ly  and 
trium phan tly  E ng lish ', while  Louis M acN e ice  w riting  in T h e  S p e c ta to r  th in ks  it 'a  ve ry  E ng lish  
and ve ry  re fresh ing  phenom enon ...it has a  ligh tness, a  de ftness and ce le rity  w h ich  m ost 
B ritish  peace tim e  film s  have no to rious ly  lacked ; it a lso  has no th ing  w ha tsoeve r to  do w ith  
w a r', and 'th is  b lend o f nos ta lg ia  and burlesque is ju s t w hat people w an t fo r the ir e scape - 
en te rta inm ent. A nd  w hy shou ldn 't we have som e escape -en te rta inm en t? ' [94] W illiam  
W hiteba it in T h e  N e w  S ta te s m a n  cons ide rs  the film  'de ligh ted ly  and au then tica lly  E ng lish ’ and 
tha t it has 'w ha t nearly  all E ng lish  film s  lack, a  s ty le  as well a s  a  m ate ria l o f its  own '; K in e  
W e e k ly  p ra ises the film 's  opening  'ty p ic a lly  and re fresh ing ly  E nglish  c ric ke t scene ' and the  
la te r 'loca l cou rt scene  w h ich  b rillia n tly  describ es the ingra tia ting  and tru ly  na tive s tup id ity  o f 
the  bench '. [95] R u therfo rd  m ay  appear 21 s t on the ro lling  c red its  bu t she con tribu tes
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m em orab ly  to  the  cou rt scenes w hether con fe rring  w ith  the befuddled o ide r m ag is tra te  o r 
de live ring  he r judgm ent. S p r in g  M e e t in g  m ay be se t in Ire land, but th is  does no t p reven t it 
being ca tegorised  a t the tim e  as 'typ ica lly  B ritish  light en te rta inm ent' and 'an agreeab le  
antidote to  the  cu rren t g rim ness  o f liv ing '. [96] R u therfo rd 's  e ccen tric  A un t B ijou, d ressed  in a  
b la ck  hat w ith  a w h ite  flower, a  fea ther boa o ve r dow dy appare l and ca rry in g  a  bottle, w ho 
likes to  bet on the  ho rses, is  s ing led out fo r specia l comm endation . Th is  m os t E ng lish  o f 
ac tre sses  copes well w ith  the brogue, having a lready p layed the pa rt on the  stage, and 
con tribu tes to  w ha t K in e  W e e k ly  desc ribes as ’the  happy, ing ratia ting  e ccen tric itie s  o f the  Irish  
tem peram ent'. [97 ]
By the tim e  o f Y e llo w  C a n a ry  (1943) one is m ore  aware o f a  film  spe c ific a lly  geared to  the  
w a r effort. The open ing scenes  could ha rd ly  be m ore pa trio tic , as sym bo ls  o f B ritishness  a re 
invoked , inc lud ing  the  ch im es o f B ig Ben, A .R .P . w ardens quoting S hakespea re  and  a 
com ed ian de live ring  hum ourous ve rse  during an a ir raid, an exam p le o f the  so -ca lled  bu ll-dog  
sp irit. R u therfo rd , p ic tu red  firs t at the  L iverpool d o cks  and then on board sh ip, is  no t po rtrayed  
aga inst the m ore a rche typa lly  B ritish  backdrops w ith  w h ich  she  wouia ia te r be assoc ia ted , but 
from  the  ou tse t com p la ins  and jo kes  in equal B ritish  m easure, her na tu ra l e ffe rve scence  
under contro l in a  re la tive ly  sm a ll role. However, in the  subsequen t T h e  D e m i-P a ra d is e  (1943) 
she is firs t dep ic ted  as an English  eccen tric  in the  con text o f a  d issec tion  o f E ng lishness  
w h ich  the na rra tive  in v ites. H er inv igo rating  e ccen tric ity , here unusua lly  p rom inen t, seem s to  
em anate na tu ra lly  from  her as an essentia l a spec t o f her B ritishness. Indeed th is  is 
em phasized  by a  pub lic ity  s till o f the tim e  w h ich  show s R u therfo rd  in the  com pany  o f a bu ll­
dog, a  litera l and figu ra tive  encapsu la tion  o f the  bu ll-dog  sp irit - a t once ve ry  B ritis h  and ve ry  
e ccen tric . Ivan 's  (Laurence  O liv ie r) final speech, as a S ovie t eng ineer v is itin g  B rita in  during  
w artim e , a ttem p ts  to  define B ritish  national identity , w h ich  em erges w ith  a favourab le  v iew  o f 
e ccen tric ity  as one o f its  m ost sa lien t a spec ts . How  indeed could he fa il to  respond to 
R u therfo rd 's  pageant, Jo yce  G ren fe ll and the real life  appearance  o f ce llis t B ea trice  H arrison  
p lay ing ou ts ide  to  the  b irds during  a raid? G av in  Lam bert is le ss  conv inced  by 'som e  ra the r 
obv ious  con trivance  and exaggera tion ' in a  film  w h ich  hovers  'be tween  sa tire  and ca rica tu re ', 
a lthough R u the rfo rd 's  inheren t s ingu la rity  is su re ly  m ore be lievable than the  ra the r stud ied
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hum our o f Leslie  H enson (a so rt o f B ritish  V ic to r B orge). [98] O n h is second  v is it to  the  
coun try  Ivan a ffec ts  en joym en t o f H enson 's  bu rlesquing  o f R achm an inov  but the  appeal o f the 
ac t rem a ins baffling  to  h im . O the r c ritic s  are less  enam oured  o f A squ ith 's  v iew  o f 
E ng lishness. Lam bert notes th a t the  sc rip t w as w ritten by a R ussian  (Anatole de G runw a ld ) 
and w onders if 'th is  accoun ts  fo r a ce rta in  'o ve r-E ng lish ’ q ua lity  in its  v iew  o f England and the  
E ng lish, like  an ou ts ide r try in g  too  hard to  dom ic ile  h im se lf; A ldgate and R ichards  see the  film  
as  p ro jecting  'the trad itiona l im age  o f the  nation as a c lass-bound , h ie ra rch ica lly  s tru c tu red  
so c ie ty '. [99]
E n g lis h  W ith o u t T e a rs  (1944), d irec ted  by Harold F rench , in w h ich  R u therfo rd  po rtra ys  
a ris to c ra t Lady C hris tobe l B eaucle rk , is  ano ther exam ina tion  o f the E ng lish  by com parison  
w ith  those  from  the con tinen t o f Europe , and is described  by one c ritic  as 'ca rica tu ring  w ith  
to le ran t in c is iveness  the  c la sse s  o f E nglish  people who used  to  im p re ss  o r exaspe ra te  m ost 
fo re igne rs  and am use  o r exaspera te  the ir fe llow  coun trym en '. [100] The w a r m ay con tra s t the  
E ng lish  as 'd iffiden t, friend ly , ca lm  [and] conce ited ' but a t leas t R u therfo rd 's  e ccen tric  
ch a ra c te r sh ifts  her p re -w ar conce rn  fo r m ig ra to ry b irds io  the needs o f a iiied re fugees by 
opening up her home to  them . H e r ke y scene  is a  h ila rious ly  m isunde rstood  speech  a t the 
League o f Nations w h ich  a llow s  the  d ire cto r to  use R u the rfo rd 's  fo rce fu l in te rp re ta tion  o f the 
cha ra c te r as a  w ay o f parodying  an institu tion  in w h ich  the  w orld  has lo st fa ith . [101]
S im 's  firs t tw o  film s  o f the w a r are M in is try  o f In fo rm ation  sho rts  to  encourage  the 
conse rva tion  o f fuel, and to  pe rsuade  w om en to  tra in  as eng ineers. N e ro  (1940) fea tu res  the 
odd ju x tapos ition  o f a  fic tiona l encoun te r between Nero (S im ) and a schoo lboy  (G eorge  Co le ), 
and the  factua l reference  to  the  em pe ro r's  w aste fu l bu rn ing o f Rom e - a  m etaphor fo r the 
w a rtim e  need to  save  resou rces. In H e r  F a th e r 's  D a u g h te r  (1941) fic tiona l and docum en ta ry  
e lem ents are su cce ss fu lly  b lended to  m eet the needs o f B rita in  a t war, and e spec ia lly  those  
fa c to rie s  sho rt o f labour. S im  p la ys  a b linke red  S co ttish  m anaging  d ire c to r w ho opposes  the 
em p loym en t o f w om en in h is  fa c to ry . A pa rt from  the final In spec to r H om le igh  film , it m a rks  the 
la s t S co t he would p lay in the  c inem a  until the m id-1950s, even  if in h is  m os tly  E ng lish  ro les 
he never qu ite  loses the voca l in fle ction  o f h is native  E dinburgh . In the p rev ious  film , as P h ilip  
K em p has w ritten , S im  'ham s ou trageous ly ' and p robab ly  fo r the last tim e  on ce llu lo id . [102 ]
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The b rev ity  o f h is  pe rfo rm ance  m akes  it hard to  de term ine  if h is  ove rp lay ing  am oun ts  to  
e ccen tric ity  o r ove rac ting , o r could h is  ove rem phasis  be delibe ra te in the  con te x t o f a  
p ropagandis t M in is try  o f In fo rm ation short?  S im , as M r M cForrest, has m ore  scope  in H e r  
F a th e r 's  D a u g h te r  but h is exaggera ted  opposition to  us ing w om en in h is  fa c to ry  is so  
vehem ently  dogm a tic  that, desp ite  an im p ress ive  d isp la y o f m oods, gestu res and fa c ia l 
e xp ress ions , it rem a ins d ifficu lt to  g lim pse  his natural e ccen tric ity  behind th is  la rge r than  life  
ca rica ture .
In C o tta g e  T o  L e t  (1941) S im 's  C harles D im b le  is  revea led to  be a  B ritish  agent. The s to ry  
is se t in S co tland , but W illiam  W hitebait conside rs tha t th is  'doesn 't a ffe c t the  genu ineness o f 
[A squ ith ’s ] E ng lish ry '; indeed, it is a  p roduction  tha t 'cou ld  have  been m ade on ly  in E ng lish  
s tud ios '. [103] F o r G eo ff B rown th is  is  a  d ifficu lty  as 'the film  m akes no g rea t e ffo rt to  crea te  a 
convinc ing  S co ttish  se tting '; he is a lso  c ritica l o f a  p lot tha t 'lu rches  c ra z ily  from  e ccen tric  
cha rac te r com edy  to  w a rtim e  dering -do  and H itchcock ian  suspense ’. [104] If S im 's  
pe rfo rm ance  seem s m ore m uted than usual it m igh t be due to  a  new  concen tra tion  on p lay ing  
h is  ro les as real people ra the r than ca rica tu res , if he underp lays here he is a i ie as t m ore 
cred ib le  as a cha ra c te r and seem s com fo rtab le  in the  p resence  o f o the r e ccen tric s  like  the  
de ligh tfu lly  d ithe ry  Jeanne  de C asa iis .
L e t th e  P e o p le  S in g  (1942) a lso  finds S im  cas t w ith  o the r e ccen trics , and if he a llow ed  the  
young G eorge Co le  to  s tea l h is thunder in C o tta g e  T o  L e t  then  he is c le a rly  upstaged  here  by 
Fred Em ney 's  d runken  noblem an. He is a lso  ra the r too  ev iden tly  J .B . P rie s tle y 's  m ou thp iece , 
and h is m ake-up  (inc lud ing  a p rosthe tic  beard), dub ious C zech  accen t and se rm on is ing  m ask  
any h in t o f h is  in trin s ic  e ccen tric ity . H is fina l speech  about the B ritish  cha ra c te r and the  need 
fo r the  com m un ity  to  a c t is  well m eant but sabo taged by its  p reachy tone, em phasized  by  its  
de live ry  in a  courtroom  (subs titu ting  fo r a  church ) and m ade ine ffectua l by  d ire c to r John  
B ax te r's  un fla tte ring  use  o f the c lose -up . How  d iffe ren t is  O liv ie r's  consensua l equ iva len t in 
T h e  D e m i-P a ra d is e  w h ich  w o rks  so well as a c lim ac tic  m om ent o f tha t film 's  na rra tive .
Made in 1944, w ith  v ic to ry  a lready in sight, W a te r lo o  R o a d  (1944) iooks back to  the  w o rs t 
period o f the  1940/41 a ir ra ids and life on the  Hom e Front. R ichard  W inn ington  cons ide rs  it 'on 
the edge o f being firs t rate, the re  are in it the unm istakab le  roots  o f the  B ritish  m ov ie '; T h e
- 95-
N e w  S ta te s m a n 's  c ritic  th in ks  its  ch ie f m e rits  '(unknow n until re cen tly  to  English  film s ) are 
speed and local co lour', a lthough  Ph ilip  T ay lo r be lieves the film 's  au then tic ity  and 'sense  o f 
p lace ' are underm ined by 'som e  trad itiona l B ritish  film -m aking  fa u lts '. [105] S urp ris in g ly , fo r a 
s to ry  m os tly  concerned w ith  w ork ing  c la ss  cu lture , V a r ie ty  com m en ts  tha t the 'p ic tu re  is  a  
s trik ing  exam p le  o f how  sound  an E ng lish  p roduction  can be if it keeps to  the m edium  it 
in te rp re ts  best, that o f the  m idd le -c la ss  cha rac te r'. [106] By th is  they m ean S im 's  D oc to r 
M ontgom ery w ho is o f pe riphera l im portance  to  the  plot, and w hose  cha racte risa tion  is 
perhaps not a  to ta l su cce ss  in the  con te x t o f the  whole film  espec ia lly  if it d is tra c ts  from  the 
m ain s to ry  between J im  (John  M ills ), T illie  (Jo y She lton ) and Ted (S tew art G ranger). Indeed 
c ritic s  are irrita ted  by h is  'ph ilo soph ica l m us ings ', h is  im pact reduced by 'hav ing  som e se rious  
po in ts m ade too  fo rc ib ly '. [107 ] Robin C ro ss  regards him  m ore benevo len tly  as 'an e ccen tric  
d e u s  e x  m a c h in a ' and rep resen ta tive  o f ’the  radical m idd le  c la ss ', w h ile  d ire c to r S idney  G illia t 
la te r fe lt S im  w as w rong fo r the  pa rt because  he w as 'a  bom  e ccen tric  as an  acto r, and th is  
d idn ’t fit'. [108] And ye t it can be a rgued  tha t S im  (aga in ) appears ra the r understa ted  in h is  few  
appearances, h is m ore con tro lled  tone suggesting  he is  w e li ca s t and does no t underm ine  the 
th ru s t o f the  m ain na rra tive . H is  pa te rna lis t so liloqu ies  about 'the little  peop le ' ve rge  on the 
pa tron ising , a lthough h is fina l speech , com p le te  w ith  gu rg ling  infant, is  redeem ed by its  
fo rw ard -look ing  v is ion  o f a  b righ te r p os t-w a r future.
In T h e  D e m i-P a ra d is e  and E n g lis h  W ith o u t T e a rs , R u the rfo rd 's  e cce n tric ity  is  a lw ays  
m odified and d irected  tow a rd s  the g rea te r good, he r cha rac te rs  consensua lly  in teg ra ted  into 
the com m un ity . In B lith e  S p ir i t  (1945) she  rem a ins the  ou ts ide r, an a typ ica l sp in s te r w ho lives 
a lone and who is free ly  m ocked  by the  o the r m ain cha ra c te rs  on whom  she  has the  las t 
laugh. A lthough  shot during  the w a r and open ly laughing in the  face  o f death, sp iritu a lism  and 
the  a fte rlife , the  film  is unconnected  to  the  con flic t (as Noel C oward  had in tended w hen he 
w rote  the  o rig ina l stage p la y) and p resen ts  a  cu ltiva ted  fan tasy. W hether it lo oks  ahead 
una ffected by the experience  o f the w a r o r backw a rds to  p re -w a r days  rem a ins a  po in t of 
debate. T h e  T im e s ' c ritic  be lie ves tha t 'the w it o f the lines ..., in form  and sp irit, belong  to  the 
desp ised  and dem oded th irtie s ', wh ile  a  m ore recen t a ssessm en t by Neil S inya rd  lin k s  the 
film  to  the  golden period o f pos tw a r Ealing c inem a w ith  w h ich  it sha res 'a  ce rta in  con tin u ity  o f
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tone and sp irit’ and 'a  p re fe rence  fo r realism , m idd le -c ia ss va lues, and a desire  to  p ro jec t an 
im age o f the  B ritish  cha racte r'. [109]
In G re e n  fo r  D a n g e r  (1946), A la s ta ir S im 's  e ccen tric ity  is b rillian tly  used  by d ire c to r S idney 
G illia t. The a c to r's  flippan t fa llib ility  ove rtu rns  de tective  c lic hes  and h is  In specto r C ock rill is  
a llowed to  lam poon the postu rings  o f o ther au tho rity  figu res (in the m edica l p ro fe ss ion , fo r 
instance). H is noncon fo rm ity  exh ib its  a  m isch ie v iousness  w h ich  c le a rly  de ligh ted a  nation 
w eary o f w artim e  restric tio ns and  p riva tions. L ike  R u therfo rd 's  M adam e A rca ti, h is  e ccen tric  
de tec tive  is  uncon tested by any o the r e ccen trics  in the ca s t and is pe rm itted  fu ll re in am ong  
the m ore  s to ck  cha rac te rs  who a re the  focus  o f h is m u rder in vestiga tions . A lso , the  ve ry  
E ng lish  coun try  se tting  (a hospita l converted  from  an E lizabethan m anor) seem s m ore  fe rtile  
ground fo r S im 's  behaviou r than  any c ityscape . P a rticu la rly  notable a re the m any  n igh t 
scenes  w h ich  g ive  the film  a k ind  o f E ng lish  n o ir  qua lity . S ign ifican tly  when  S im 's  de te c tive  
firs t appears a t the hosp ita l it is  in b righ t sunshine, as if he has lite ra lly  a rrive d  to  b ring  
illum ina tion . A lthough  the  film  is  s till se t in w artim e , w ith  an all to o  real H om e F ron t 
background, it w as m ade se cu re  in the  know ledge tha t in 1946 the da ily  rea lity  o f the  w a r w as 
ove r a t last. In the  m any pos itive  re v iew s  o f the  film  one senses a pos t-w a r op tim ism  fo r a  
new  e ra in B ritish  c inem a. Th is  is  m ost ev iden tly  ce leb ra ted  by the  c ritica l acc la im  and 
popula r su cce ss  o f the  Ea ling  com ed ies. In H u e  a n d  C r y  (1947) and P a s s p o r t  to  P im lic o  
(1949) it is  as m uch  the v iv id  po s t-w a r bom bsite  lo ca tions as  the  richness  o f the  cha ra c te r 
acting tha t d raw  the a tten tion . The sense o f p lace in both film s  o ffe rs  a to p ica lity  and rem inds  
the audience  o f w hat they  have endured , and ye t it is  the  com m un ity  sp irit o f the  ch a ra c te rs  
tha t ca rrie s  each na rra tive  to  its  consensua l conclus ion. C ha rles  B arr be lieves tha t H u e  a n d  
C r y  'o ffe red  a  re lie f from  va rious  so lem n ities bound up w ith  the  expe rience  o f w a r', indeed, 
rev iew s  o f the  tim e  re fle c t th is  as w e ll as exh ib iting a huge national pride. [110] T h e  M o n th ly  
F ilm  B u lle t in  cons ide rs  tha t 'th e re 's  life, humour, you th  and ga ie ty  and it is E ng lish  to  the  
backbone ’, and Helen F le tche r in T h e  S u n d a y  G ra p h ic  is  'g lad  tha t it is  B ritish '. [111] S im 's  
e ccen tric  is  em p loyed  by the na rra tive  to  re lease the adven tu re  (as is R u the rfo rd 's  p ro fe sso r 
in P a s s p o r t  to  P im lic o ), a lthough he has been critic ised  fo r o ve racting  w h ich  in its e lf begs the  
question  o f w he the r it is poss ib le  fo r a  natura l eccen tric  to  underact. The s c rip tw rite r T .E .B .
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C la rke , however, w arm ed to  S im 's  'm agn ificen t overp lay ing  a tim id  w rite r o f boys  s to ries w ho 
loathed and feared h is  readers ', w h ile  H a rry  Fow ler, who p lays young  Joe  K irb y, has spoken  
o f the con tra st between the a c to r's  'underly ing  s in is te r qua lity ' and being 'a  kind, love ly  m an' 
on the set, an ind ication  perhaps tha t S im 's  dua lity  is a m ark of h is  su cce ss fu l e ccen tric  
representation , im p re ss ive  in on ly  th ree  sho rt scenes. [112] In P a s s p o r t  to  P im lic o  it is  T .E .B . 
C la rke 's  B ritish  hum our tha t earns the m ost c ritica l approva l. Caroline Lejeune responds to  h is  
'm e llow  na tive w it...[and ] the be lie f th a t B rita in  is a  huge secre t jo ke  fo r B ritons. "W e 're  
Eng lish ", c rie s  a  res iden t o f P im lico , "and it's  ju s t because  w e 're  English  tha t w e 're  s tick in g  up 
fo r our righ t to  be Burgund ians '". [113 ] In th is  con tex t R u therford 's  e ccen tric itie s , like  her 
g lockensp ie l w atch , o r he r ask ing  the  D uke  o f B urgundy 's  ancestor: "A re  you  a b leeder?", a  
re ference  to  h is  fam ily 's  inherited haem oph ilia , don 't seem  so  out o f p lace. In fa c t her s ta tu s  
as  an ou ts ide r is denied as she is  in teg ra ted  in to  the  comm un ity . H e r p ro fessor, w hose 
in terp re ta tion  o f an ancien t docum ent seem s to  o ffe r the poss ib ility  fo r the  fu lfillm en t o f 
e ve ryone 's  d ream s, is  the  key to  the  re lease  from  ration ing and regu la tions, and w ith  
comm unal in c lu s iv ity  her ve ry  B ritish  and e ccen tric  free sp irit is w a rm iy  absorbed  and 
accomm odated .
However, o the r film s  o f the pe riod  in w h ich  S im  and R u therfo rd  appear are le ss 
success fu l. M e e t M e  a t  D a w n  (1946) is  an exam p le  o f w hat happens when the  B ritish  
in dus try  s tra ys  from  w hat it knows best. W ith an Am erican  d ire cto r and s ta r w res tlin g  w ith  a 
lum pen trans la tion  o f a F rench  p lay in a  na rra tive  w h ich  fundam enta lly  m isunde rs tands the  
essence  and tim ing  o f B ritish  hum our, even  the  spark ling  m om ents when  R u therfo rd  and 
S tan ley H o llow ay occupy  the screen  canno t save  the  film . On the face  o f it M ira n d a  (1948) is 
another fan ta sy , ra the r like  B lith e  S p ir i t  It m ay be le ss  da rk and la ck  the  sub tle ty  and 
soph is tica tion  o f Noel C ow a rd 's  in sp ira tion , bu t it has s im ila r potentia l. C e rta in ly  R u therfo rd  
th in ks  so  when she lin ks  it to  P a s s p o r t  to  P im lic o  as 'im portan t in the s to ry  o f the B ritish  film  
in dustry  because  they  [the film s ] put us righ t on top  in a new  type  o f h igh qua lity  com edy  
film ...no t m ere ly  poor im ita tions o f H o llyw ood  bu t had a s tam p  o f 'M ade in B rita in ' on th em '. 
[114] U n fo rtuna te ly , a lthough M ira n d a  w as  m ade  firs t, a t least one Am e rica n  re v iew e r no tes 
its  s im ila rity  to  M r  P e a b o d y  a n d  th e  M e rm a id  (Irv ing  P iche l, 1948) w h ich  had a lready  been
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screened  in the  U .S .A ., and th us  the  orig inal did look iike  a H o llyw ood im ita tion. Som e 
re tro spec tive  reactions to  the  film  have a lso  been less  than  com p lim en ta ry. D avid  S h ipm an 
ca lls  it 'a  quite d readfu l com edy ca rried  to  su cce ss  in B rita in  on the tide  o f euphoria  w ash ing  
o ve r na tive  film s  a t the  tim e ', w h ich  is  a p ity  as it negates one o f R u the rfo rd 's  m ost de ligh tfu l 
cha ra cte risa tio ns , N urse C a ry , the  on ly  person eccen tric  enough to  ca re  fo r G lyn is  Johns ' 
a llu ring  m erm aid . [115] The film  is  im portan t too  as it m a rks  a  rare occasion  when the  fa c t o f 
R u the rfo rd 's  e ccen tric ity  is a c tua lly  addressed  in the  dialogue, her cha ra c te r rem a rk ing  se lf- 
re fle x ive ly : 'I'm  supposed  to  be e ccen tric , isn ’t tha t the  w ord? '.
The Irish  se tting  fo r C a p ta in  B o y c o t t  (1947) m ay convince , in th is  s to ry  o f tenan t fa rm e rs  
rebe lling  aga inst the ir opp re ss ive  English  landlo rds, but S im ’s pe rfo rm ance  as  Fa the r 
M cKeogh  does not, and if ne ithe r h is  accen t, looks nor humour ring true, then  a fa lte ring  
cha ra cte risa tio n  is  saved a lone  by h is e ccen tric ity , o r as C aroline Le jeune w rite s , 'a  ve ry  
engag ing  exh ib ition  o f S im m e ry  and m um m ery '. [116]
In T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  (1950) S im  is even described  as 'S im ian ' by one c ritic , 
su re ly  the  u ltim a te  com p lim en t and a c lea r acknow ledgem ent o f h is  to ta l in d iv idua lity  and 
un iqueness. [117] H is e ccen tric itie s  o f speech  and behaviou r are m atched by R u therfo rd  w ho  
has comm en ted  tha t 'the p lo t appealed to  E nglish  aud iences who see them se lves  as rugged 
in d iv id ua lis ts  and to  the  w orld  at la rge  who like  to  th ink  o f us as endearing e cce n tric s '; M a rc ia  
Landy obse rves  tha t the
cho ice  o f acto rs  p rov ides  the  p roper d is tance  and d is to rtion  necessa ry  fo r 
sa tiric  com m en ta ry ...[they ] are responsib le  fo r m aking  the fam ilia r world  
s trange  through th e ir d is tin c t cha ra c te r types . The e ccen tric ity  o f the ir 
cha ra c te rs  is  he ightened by the  con tra s t between the fam ila r s itua tions  in 
w h ich  th ey  are p laced and th e ir own id io syncra tic  behav iou r...the ir 
e ccen tric ity  is on ly  a  veh ic le  fo r exposing  behaviou r tha t is, a fte r all, not so  
uncomm on. [118]
It rem a ins  a  po in t o f debate w he the r S im  and Ru therfo rd  use th e ir e cce n tric ity  s e lf ­
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consc ious ly , and ove ra ct in the p rocess, o r is  it m ere ly  a va lid  response  to  the  d rea riness  and 
ted ium  o f o rd ina ry  life. H ow ever the film  rem a ins q u in te sse n tia l^  E ng lish /B ritish , a  ce rta in  
Ea lingesque consensua lity  sp illing  ove r into the  na rra tive  where  the  m utual d ifficu ltie s  o f tw o  
schoo ls  fo rced  to  co -ex is t in the sam e p rem ises  evo lve  into  co -operation. D espite  the  doub ts 
o f som e U .S . c ritic s , th is  typ ica lly  E nglish  fa rce  pe rfo rm ed  well in Am erican  a rt houses, 
p roving  pe rhaps tha t the film  had in te rnational appeal as well. It com es a t an in te resting  tu rn ing  
point in B ritish  c inem a in tha t it looks back  to  the  w a r w ith its  re fe rences to  ra tion ing and 
shortages, and ye t a lso  looks fo rw ard  to  a  new  e ra  w hose  changes a re em braced  by the 
pupils  bu t no t the  s ta ff and espec ia lly  the  tw o  p rinc ipa ls  (p layed  by S im  and R u therford ) who 
take  refuge in the  nosta lg ia  o f Em p ire . A lthough S im  p la ys  English  again it can be no acc id en t 
tha t the sc rip tw rite rs  acknow ledge  h is S co ttish  roots , at the  height o f the  battle o f the  sexes  
w ith  R u therfo rd , w hen they (through him ) invoke  John  K nox 's  in fam ous d ic tum : 'The firs t b last 
o f the  trum pe t aga inst the  m onstrous reg im ent o f w om en '. M ost im po rtan tly  the film  is  a 
trium phan t a ffirm a tion  o f the  e ccen tric  a c to r’s au tho rity  and ab ility  to  ca rry  an en tire  na rra tive . 
In th is  re spec t it se ts  the  tone fo r m any subsequen t fiftie s  com edies, espec ia lly  the  St. 
T rin ia n 's  film s . H ow eve r w hile  S im  en joyed  a  golden period  o f s tardom  in the  c inem a, up  to 
and inc lud ing  T h e  G re e n  M a n  (1956), dom ina ting  the  scena rio s o f m ost o f the  film s in w h ich  
he appears (desp ite  the va ry ing  scope  o f h is ro les), Ru therfo rd , a lthough neve r le ss  than 
ente rta in ing , s trugg led  to  find he r rightfu l n iche in c inem a w h ich  cons is ten tly  underva lues  her 
con tribu tion . O ne  revea ling  fa ce t o f S im 's  w ork in th is  period  is h is  sense  o f reaw akened  
in te res t in h is  own  S co ttishness . A t firs t th is  is  re s tric ted  to  a te lev is io n  p roduction  o f M r  G ill ie  
in 1950, and  h in ted  a t in the se tting  o f F o lly  T o  B e  W is e  (1952), an a rm y  ba rra cks  nea r a 
S co ttish  u n iv e rs ity  town. It finds m ore concre te  exp re ss ion  in G e o rd ie  (1955), w ith  S im  
com fo rtab ly  ca s t a s  the Laird, even if one could  a rgue  tha t the  film  rem a ins a ve ry  E ng lish  and 
ra the r s te re o typ ica l v iew  o f S co tland. A t the  sam e tim e  S im  w as s la ted  to  do a com m en ta ry  
fo r a sho rt film  about the Edinburgh Festiva l, w h ich  he p robab ly  had to  dec line  due to  thea tre  
com m itm en ts , and  a lso  pa rtic ipa ted  in T h is  is  S c o t la n d  (31/8 /57) w h ich  ce leb ra ted the open ing  
o f S co ttish  T e le v is ion . A part from  a coup le  m ore  te le v is io n  adap tations o f B rid ie  - M r  G ill ie  
(1960) and T h e  A n a to m is t  (1961) - th is  rem a ins  the  e x ten t o f S im 's  rev iva l o f S co ttis h
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charac te risa tio ns. He kept away from  the  c inem a in the 1960s, h is re tu rn  in the  fo llow ing  
decade  hera lded by appearances on te lev is ion , e specia lly  in M is le a d in g  C a s e s  (1 967 ,1 968 , 
1971), w hich even tua lly  gave him  fa r m ore sa tis fy in g  ro les than anyth ing  the  c inem a  could 
o ffe r him . M is le a d in g  C a s e s  finds h im  in the  com pany o f o the r e ccen tric s  and a con trib u to r to  
e ccen tric a lly  con trived  court cases, wh ile  te le v is ion  p lays like T h e  G e n e ra l's  D a y  (1972) a llow  
him  to  em p loy a  new  restra in t, in h is  e ccen tric  po rtraya l o f a re tired  genera l past h is prim e , 
w h ich  ve rges  on the  trag ic . Both are as E ng lish /B ritish  as they  cou ld  po ss ib ly  be, the 
te le v is ion  se rie s  once described  by V a r ie ty  as 'e ssen tia lly  B ritish ', w h ile  T h e  T im e s ' c ritic , 
Leonard B uck le y, ca lls  the  p lay 'as  au then tic  and as E ng lish  as B rown W indso r o r the  Palm  
C ourt H ote l'. [119]
M eanwhile M argare t R utherford found the  pa rt o f her life  ('a  natu ra l ro le fo r [her] 
e ccen tric itie s ', as V a r ie ty  puts it) as M iss  M arp le, s ta rring  in a se ries o f film s  w h ich  rep resen t 
the  trium ph o f ind ividua l e ccen tric ity  o ve r the  fa llib ility  o f au tho rity , the  po lice  and the  cou rts . 
[120] They m ade her a  w orldw ide  favourite  as the  dough tily  tw eedy eccen tric , an im age  
ce leb ra ted in A squ ith 's  in ternational su cce ss  T n e  V J .P .s  (1963) fo r w h ich  she won an O sca r 
as  The D uchess  o f B righton, a  hap less passenger destined , during the  film 's  du ra tion , no t to  
fly  in a  p lane fo r the  firs t tim e , m uch  to  the  cha ra c te r's  relie f. H ow ever, su ch  is the 
iden tifica tion  o f the  a c tre ss  w ith  her o the r role th a t the re  a re  d isc ree t re fe rences to  M u rd e r  a t  
th e  G a llo p  (1963) in the  film , while in a  rev iew  o f the  final M iss M arp le, M u rd e r  A h o y  (1964), 
the  p lo t desc rip tion  inc ludes the  designation  'M is s  R u therfo rd -M arp le ', her ro le now  
inseparab le  from  the a ctre ss . [121] The M iss  M arp le  se ries  is  p a rticu la rly  in te resting  fo r its  
m ixed  v iew  o f B rita in  in the  p resent and the  past. In M u rd e r  a t  th e  G a llo p , fo r exam p le , we 
g lim pse  a te le v is io n  se t in M iss M a rp le 's  house  and see her dance 'The  Tw is t' a t the Hunt 
Ball, and the  ca s t a lso  inc ludes the s ty lish  K a tya  D ouglas who d rives  an app rop ria te ly  m odem  
spo rts  car. A nd  ye t M iss M arp le 's id y llic  co ttage  speaks o f ano the r e ra  en tire ly , a  fa n ta sy  o f 
coun try  liv ing  w h ich  p robably  never really  ex is ted .
The B ritishness  and e ccen tric ity  o f S im  and Ru therfo rd  is a t once  com p lex  and 
con trad ic to ry , an a sse t and a lim ita tion . It a lso  a lte rs  ove r tim e, pa rtly  as a response  to
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changing c ircum sta nces  in the industry  and pa rtiy  as a  resu lt o f the ir deve loping  ac ting  
technique. These  tw in  a spec ts  o f th e ir pe rsona lities are um b ilica liy  linked, and a lthough  it is  
poss ib le  to  be B ritish  w ithou t being eccen tric , the  reve rse  seem s le ss  like ly , e spec ia lly  to  
fore ign  observe rs.
S im  and R u therfo rd  p resen t a  d is tin c tiveness  w h ich  se ts  them  apart from  th e ir le ss  
e ccen tric  peers by w hat th ey  in ve st and in fuse  in to  a cha ra cte r by w ay  o f hab its , 
m annerism s, d ress  and voca l in flection. H owever, w ithou t a  convinc ing  m is e  e n  s c e n e ,  
appropria te  m us ic , cam era  position, pub lic ity , p roduction  and d irection , le t alone a good s c rip t 
and v ita l con tribu tions from  o the r acto rs , th e ir pe rfo rm ances have less s ign ificance  and it 
rem a ins d ifficu lt to  cons ide r them  outs ide a t least som e o f these  con texts .
R u therfo rd 's  B ritishness  is  a lm ost a lw ays sem an tica lly  in te rchanged w ith  her E ng lishness , 
the  d is tin ction  appa ren tly  un im portan t to  m ost c ritics . [122 ] But, as we have seen, S im 's  
natural iden tifica tion  is m ore com p lica ted . D is s im ila r to  a  fe llow  S co t like  John  Laurie  (w ho  
em erged as a te le v is io n  s ta r in D a d 's  A rm y  (1968-1977) a t the  end o f h is  ca reer), S im  w as 
not con ten t - a fte r h is  1930s appren ticesh ip  - m ere ly  to  rep resen t S co ttishness  in E ng lish  
film s. The fo rtie s  saw  experim en ts  as a C zech  p ro fe sso r in L e t  th e  P e o p le  S in g  and an  Irish  
p riest in C a p ta in  B o y c o t t  but he w as a lw ays m ore com fo rtab le  as an English  characte r, like  
Inspec to r C ockrill in G re e n  fo r  D a n g e r , who happened to  be tra y  the  h in t o f a S co ttish  a cce n t in 
h is  p ronouncia tion . He did re tu rn  to  S co ttish  ro les, like  The  La ird  in G e o rd ie , but in c reas ing ly  
ra re ly , and often in the  cause  o f p rom oting  the w o rk  o f h is  friend , Jam es  Brid ie.
S im  does p rove  incon testab ly  tha t w ha teve r na tiona lity  he po rtrays  he is  a lw ays  as 
s ingu la rly  e ccen tric  as  Ru therfo rd , and toge the r they a lm os t define an essen tia l e lem en t o f 
B ritish  c inem a in th e ir un iqueness. A lthough it w ou ld  be w rong  to  im p ly  tha t all s ta rs  o f B ritis h  
c inem a are e ccen tric  - su re ly  M argare t Lockwood , Jean  Kent, John  M ills  and D irk  B ogarde , 
fo r instance, are no t - o r tha t e ccen tric  behaviou r in film s  is  lim ited  to  B ritish  s ta rs  - one th in ks , 
fo r exam p le , o f the  hugely popu lar M arie D re ss ie r in H o llyw ood, an a c tre ss  to  w hom  
Rutherfo rd  is som e tim es  com pared . It wouid be a m is ta ke  too  to im agine tha t S im  and 
R u therfo rd , m ere ly  because  they  becam e sta rs , a lw ays  m anage  to  keep the ir e cce n tric itie s  
under p ro fess iona l con tro l. There are o ccasions  when, due to  poor scrip ting  o r d irec tion , th e y
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ove rem be liish  the  characte risa tion , a  su re  s ign  o f a io ss o f fa ith  in the  w o rk  they are doing. 
However, when on fo rm , they are unbeatable. To  con tribu te  e ffe c tive ly , th e ir e ccen tric itie s  are 
ha rnessed  to  the  cha ra c te risa tio ns  as ou ts ide rs, like  S im 's  In specto r Poole in A n  In s p e c to r  
C a lls  (1954), in teg ra to rs , like  R u therfo rd 's  R owena  Ven tno r in T h e  D e m i-P a ra d is e ,  o r an 
in trigu ing  m ix tu re  o f both, like  R u therfo rd 's  M iss  M arple o r S im 's  M r Ju s tice  Sw a llow  in 
M is le a d in g  C a s e s .  W ith  a  few  excep tio ns one senses a ca refu l nego tia tion  between th e ir 
natural inc lina tion  fo r q u irky  s ingu la rity  and a need to  app ly  th is  to  pa rticu la r roles. If th e y  a re 
happ iest s ta rring  in the  com pany o f o the r e ccen trics  - T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  is  a  
case  in po in t - even  cam eo appearances can  g ive  le sse r film s  a m arve llous  ton ic  ju s t by the  
fa c t o f th e ir in c lus ion , like  S im 's  film  p roducer in L a d y  G o d iv a  R id e s  A g a in  (1951), o r 
R u therfo rd 's  pe t shop  ow ner in A n  A llig a to r  N a m e d  D a is y  (1955).
If the  B ritish  c inem a  seem ed to  p rom ote  younger and p re ttie r s ta rs , the  co ro lla ry  w as tha t it 
d id  not a lw ays  p rov ide  the  bes t ro les to  su it a c to rs  like  S im  and R u therfo rd , desp ite  th e ir 
p rom inence  and popu la rity . U n like  equally  industrious con tem pora ries - E sm a  Cannon o r 
M iles M a lieson, fo r exam p le  - they a ctua lly  d id a tta in  s ia r s ta tu s  as e ccen tric  B ritish  cha ra c ie r 
p laye rs  by d in t o f th e ir ta len t, pe rs is tence  and sheer hard w ork. And it is  th e ir designation  as 
cha ra c te r a c to rs  w h ich  I shou ld  now  like  to  exam ine  in g rea te r detail.
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Alastair Sim and Margaret Rutherford as Character Actors
Despite  the im po rtance  o f the  in te rp lay between th e ir film  and thea tre  w o rk  and the ir icon ic  
s ta tus  as g rea t B ritish  e ccen trics , A la s ta ir S im  and M argaret R u therfo rd  are essen tia lly  
charac te r a c to rs . W hat th is  actua lly  m eans in p rac tice  is  less  easy to  define . A cting  th eo ris ts  
tend to  d is cu ss  a c to rs  as a  hom ogenous group, w h ile  those  in film  stud ies , e spec ia lly  
p roponents o f s ta r s tud ies, a re  se lf-ev iden tly  in te rested  in the m ost p rom inen t p laye rs in a 
na rra tive, pa rticu la rly  those  w ith  lasting  appeal. A cting  itse lf has o ften  been a  sub ject fo r 
debate by film -m ake rs , a lthough it is on ly  in recent yea rs  tha t it has rece ived  w ide r a tten tion  
w ith in film  stud ie s  as a top ic  fo r m ore se rious and extended  ana lys is .
I shall begin by  outlin ing som e o f the  sa lien t fea tures o f acting  theo ry and s ta r s tud ies and 
a ttem pt to  p lace cha ra c te r acting  in th is  con text. I sha ll then define and  d is cu ss  cha ra c te r 
acting  and m ake specia l re fe rence  to  it as an im portan t constituen t o f B ritish  c inem a. N ext I 
w ill exam ine S im  and R u therfo rd  th rough  desc rip tions o f them  by o the rs, and, w he reve r 
poss ib le , illu s tra te  th e ir un iqueness by using the ir own  comm ents on th em se lve s  and the ir 
w ork. I w ill a lso  add ress issues  around  gender and genre wh ich seem  inseparab le  from  
characte r ac ting  in genera l and S im  and R utherford  in pa rticu lar. To  conclude , I w ill use 
se lected  e xam p les o f th e ir m ost m em orable  cha racte risa tio ns to  p resen t a  po rtra it tha t 
c rys ta llize s  the im pac t o f the ir ebu llient pe rsona lities on the  screen .
The d ifficu lty  o f des igna ting  w he ther ac to rs  are s ta rs  o r a re o f le sse r im po rtance  to  a film  
narra tive  is  e xem p lifie d  by D avid  Q u in lan 's  d irec to ries o f s ta rs  and cha ra c te r a c to rs . [1 ] In his 
foreword to  the  film  s ta rs  d ire c to ry  he notes h is transfe rence  o f m any  en trie s to  the 
com panion  vo lum e o f cha ra c te r acto rs  in o rde r to  p rov ide  space  fo r new  nam es, and w h ils t 
acknow ledging  th a t the B ritish  and Am erican  s ta rs  rep resen ted  are th u s  m ore  d ive rse  he 
does at least cha ra c te rise  them  in te rm s  o f 'both m a jo r and m inor'. [2 ] H owever, th is  genera l 
observa tion  is  no t applied sys tem a tica lly  to ind iv idua l a c to rs  in the body o f h is  book. S im ila rly , 
D avid  S hipm an inc ludes  both s ta rs  and cha rac te r a c to rs  in h is  anno tated  co lle c tio ns, and 
conc ludes tha t s ta r qua lity  is  'un fa thom ab le ', and so -ca lled  'le sse r a rtis ts ’ should  p o ssess  one 
o r all o f 'beau ty, m agne tism , pe rsona lity  [o r] ab ility ', and the  ve ry  na tu re  o f s ta rdom  'm us t
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rem a in  undefined; but you  know  it when you  see it'. [3] Perhaps to define it would des tro y the  
illus ion  it c rea tes?  H is own c rite ria  inc lude  box o ffice  appeal, popu la rity  polls, reputa tion 
(c ritica l acc la im ), 'in te resting ' ca ree rs , those  he conside rs in som e w ay rep resen ta tive  o f th e ir 
era, and those  who are fam ous w ithou t necessa rily  being popular. [4]
Caro le Z ucke r is  concerned  abou t the  m any d iffe ren t approaches tha t acting theo ry and 
c ritic ism  p roduce , and desp ite  the  im po rtance  and in fluence  o f books such  as P udovkin 's  F ilm  
T e c h n iq u e  a n d  F ilm  A c t in g  (1929) and R ichard  D ye r's  S ta r s  (1979), she be lieves the re  has 
been little  d iscu ss io n  o f w ha t rea lly  happens when an a c to r appears on the  big screen . [5] She 
c ite s  a num ber o f reasons fo r th is  inc lud ing  the fact tha t film  stud ies is  a  re la tive ly  recen t 
academ ic  d isc ip line , film  ac ting  is  o ften  considered  to  be the  poor re lation o f thea trica l 
pe rfo rm ance , and tha t sem io tic  ana lys is  o f a film  te x t tends to  con fla te  and con fuse  
pe rfo rm ance  signs w ith  o the rs  like  m is e -e n -s c e n e ,  fram ing , cam era  m ovem ent, the sc rip t, the 
sound tra ck and so  on. She goes on to  say, however, tha t these  e lem ents unden iab ly  have  an 
im pact on ou r im p ress ions o f an a c to r's  pe rform ance. She is a lso  a live  to  the d ifficu ltie s  
a round ana lyses o f 'the hum an p resence ' in cinem a, the exp re ss ive  constituen ts o f an  a c to rs  
vo ice  and body, the ir nuances o f speech  and gesture. [6]
P udovkin 's  book, w h ich  re lie s to  a  la rge ex ten t on the w ritings  o f S ta n is la vsky , is one  o f the 
firs t theore tica l w o rks on film  acting, and v iew s  perfo rm ance  as 'an o rgan ic  b lend o f the 
a c to r's  pe rsona lity  and the  sc rip ted  cha ra c te r's  a ttribu tes '. [7 ] He notes the  poss ib le  th re a t to  
the  crea tion  o f a  film  role by  the  p ro cess  o f film m ak ing  itse lf, fo r exam p le , because  o f the  need 
to  reco rd  pe rfo rm ances  in sm a ll sec tions  and often ou t o f sequence. He advances  no  overa ll 
so lution , but w arns aga inst m echan ica l acting . He iso la tes tw o  k inds o f film : (a) a  s ta r veh ic le  
w ith  a  supporting  cast, and (b) 'idea ' film s  where the  film  its e lf is the s ta r. In the  B ritish  con tex t 
th is  would inc lude  ce rta in  genre  c inem a like  Ealing com ed ies  o r 'C a rry  O n ' film s  where  no one 
s ta r em erges. P udovkin  uses  va ry ing  te rm ino logy to  describe  pe rfo rm e rs  o the r than the  s ta r, 
includ ing  'supporting  ca st', 'supporting  a c to rs ' and 'film  type '. [8] But he is  in no doub t as to  
th e ir im portance when he rem a rks  tha t 'o ften the entire  exp ress ion  and va lue  o f an inc iden t, 
though it m ay  cen tre  a round  the  hero, depends [on] those  cha ra cte rs  o f second  rank  w ho 
su rround  h im '. [9] To  com ba t s tagey acting  P udovkin  reso lves  to  w ork w ith  those  w ho  have
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never seen a p lay  o r film  (so -ca lled  'casua l ac to rs '), and film m aking  becom es a m atte r o f 
m ontage ed iting and photographing  the  a c to r a t the right m om ent to  com pensa te  fo r th e ir la ck  
o f technique. In the  con tex t o f s ilen t c inem a and in the m ore experim en ta l c lim a te  encouraged  
by the S ovie t reg im e in the  1920s, and w orlds aw ay from  the m ore com m erc ia l a tm osphere  in 
H ollywood , P udovk in 's  m e thods were  a  m ore  feasib le  p roposition, before the  new  e ra o f 
sound when the  con tra s ts  between thea tre and film  acting  s ty le s becom e d iffe ren tia ted . A nd  
ye t som e o f h is ideas appear to  have in fluenced  a  la te r generation o f film m ake rs  and 
perfo rm ers in the  ra the r unexpected  con text o f the comm erc ia l B ritish  c inem a  o f the  1940s. 
Fo r instance , Ken A nnakin , w ho  d irected  M argaret R utherford  in M ira n d a  (1948), has 
comm ented  tha t 'she  w as a com p le te  orig inal, she had no techn ique  a t a ll tha t she  adm itted  
to ...you  had to  shoo t until you caugh t w hat you  wanted from  her. W hat she  did have  w as an 
o rig inal zany  qua lity '; and on ano ther occasion  he ca lls  her 'in s tin c tive ' and be lieves tha t 'h e r 
charm  o r 'en te rta inm ent va lue ’ w as quite ind iv idua l and no t to  be tu rned  on a t w ill. You had to  
se t the  m ood o f the  scene , and n ine -tim es-ou t-o f-ten  she would g ive  you  som eth ing  
w onderfu l'. [10]
Like P udovkin , K u leshov approved the  use o f non-acto rs and rem a ined  c ritica l o f thea tre  
acting . H owever, h is  use  o f 'typ e s ' is  le ss  app licab le  to  supporting a c to rs  than  to  non-ac to rs . 
Indeed, fo r h im , they a re a lw ays preferab le  to  ac to rs from  the  theatre . He s ta te s: 'It is  not 
thea tre  ac to rs  but "types" w ho should  a c t in film  - tha t is, people who, in them se lves , as th ey 
w ere  born, p resen t som e kind  o f in te rest fo r c inem atic  trea tm en t. Tha t is , a  pe rson  w ith  an 
e x te rio r o f cha ra c te r...' [11 ] W ith  the  com ing  o f sound m any 'types ' soon  p roved  inadequa te  in 
cop ing  w ith  the  dem ands o f d ia logue and the sub tle ties  o f exp ress ion  and m ovem en t required 
by c inem a w h ich  could no longer re ly  on m ontage to  convey  form  and m eaning. It is  S im  and 
R u the rfo rd 's  ve ry  th ea trica lity  w h ich  a le rted p roducers and d ire cto rs  in the  ea rly  ye a rs  o f 
sound to  th e ir po tentia l fo r in jec ting  the film s  in w hich they m igh t appear w ith life, cha ra c te r 
and ind iv idua lity . H owever, it w as s till im pe ra tive  tha t th ey  be cast app rop ria te ly . K u le shov 
be lieves tha t in o rde r fo r a  film  a c to r to  ju s tify  a  film  pe rfo rm ance  it is im po rtan t tha t the  a c to r’s 
phys ica l appearance  co rresponds. He a rgues tha t 'no good acto r can  be m ade to  rem o ld  
h im se lf, to  m ake  h im se lf o ve r in to  ano ther type , s ince  in film  no m ake-up, no cos tum ing  w ill
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work '. [12] W h ile  th is  v iew  is  c le a rly  con ten tious, there are occas ions when K u le shov 's  
op in ions are v ind ica ted . For instance , he goes on to  say tha t 'experience  has show n th a t if 
one film s  an a c to r w ith  a  fake beard, it w ill appear m uch w o rse  than a real beard '. [13] O ne  
on ly  has to  w a tch  S im 's  m iscas t P ro fe sso r in L e t  th e  P e o p le  S in g  (1942) to  recogn ise  the  
need fo r p ro s the tics  to  be convinc ing.
R ichard  D ye r a lso  refe rs to  'secondary cha ra c te rs ’ and 'types ' in re la tion  to  s ta rs . He 
cons ide rs  tha t th e y  are used in fic tion  'to  enable the p roper e labora tion  o f the  cen tra l, 
ind iv idua ted  cha ra c te r(s ). In th is  respect, no s ta r could be ju s t a  type , s in ce  all s ta rs  p lay  
cen tra l ch a ra c te rs '. [14 ] And ye t he does concede  tha t a  s ta r can appear as a 'type ', a lthough 
'the 'in d iv id ua lity ' o f the  s ta r m asks  th is  ju s t as it does he r/h is  im age 's  typ ica lity '. [15 ] He a lso  
no tes the use o f 'types ' in c inem a, through the  w o rk  o f R ussian  th eo ris ts  like  K u leshov , 
E isens te in  and V ertov, firs tly  fo r th e ir phys ica l and soc ia l appropria teness, and se cond ly  as 
exaggera tions to  critique  'the 'ideo log ica l trad ition ' to  w h ich  the types  belong ', m aking  them  
ideal fo r sa tire . [16 ] The reason a  pe rfo rm ance  like  R u therfo rd 's  Aunt D o lly  w o rks  so  b rillia n tly  
in the  con tex t o f the  Boulting b ro the rs ' sa tiric a 1 I 'm  A l l  R ig h t  J a c k  (1959) is a  cha ra c te risa tion  
w h ich , a lthough b rie f in te rm s  o f screen  tim e , is  respons ive  to  the  fine r de ta ils  o f the  s c rip t and 
the  need to  rep resen t a  ca rica tu re  o f sm ug  a ris to c ra cy  w ith  a  m easure  o f de ftness  and 
sub tle ty . H ow ever, D ye r doub ts th is  line o f a rgum ent in re la tion  to  s ta rs , espec ia lly  w ith  regard  
to  the  con test be tw een the m ost in te resting /m em orab le  cha ra c te r and the c le a rly  defined  s ta r 
part. In I 'm  A l l  R ig h t  J a c k  the re  is  little  doubt o f R u the rfo rd 's  s ta tu s in the film  as  a subo rd ina te  
charac te r, how ever, w here  R ex H a rrison  is the  m ost p rom inen t s ta r o f B lith e  S p ir it  (1945) it is  
R u therfo rd 's  de ligh tfu l M adam e A rca ti tha t s tea ls  e ve ry  scene  in w h ich  she appears.
D ye r u se fu lly  iden tifie s tw o  schoo ls  o f acting , nam e ly 'c la ss ic a l' (v ia  D ide ro t and C oque lin ) 
w hereby  the pe rfo rm e r does not lose  h im /he rse lf in a  role bu t bases h is /he r pe rfo rm ance  on 
'the obse rva tion  o f o the rs o r on trad itiona l s k ill', and the 'm odern ' (v ia  B recht, P udovkin  and 
S ta n is la vsky ) w he re  'the pe rfo rm e r shou ld  com e to  'liv e ' the  cha rac te r...a s fu lly  as poss ib le ', 
th is  opposition known as 'a cting  from  the ou ts ide  in: ac ting  from  the inside  ou t'. [17 ] S im  and 
R u the rfo rd 's  pe rfo rm ances are c lea rly  based on the fo rm er, learned in reperto ry . D ye r d raw s  
on the  w ork on Law rence  S ha ffe r to  sum m arise  the essence  o f D ide ro t/C oque lin  th eo ry  w h ich
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is  characte rised  by "ca re fu i a tten tion  to  de ta il", a 'pa rticu la rly  consc ious  aesthe tic  o f 
coherence ' (inc lud ing  m otiva tion  and re levance  to  the plot), 'a  g rea te r s tre ss  on ve rba l flu ency  
and a rticu la teness than w ith  o the r s ty le s ' (he nam es vaudeville  and m usic -ha ll, m e lodram a, 
radio, the M ethod), and som etim es 'a  ce rta in  de tachm ent be tween  the  a c to r and h is /h e r 
ro le ...tha t a ttem p ts  in pa rt to  de lineate th is  kind o f pe rfo rm ance , w h ich ...[Law rence  
S ha ffe r]...ca lls  'ch a ra c te r acting ". [18 ]
D ye r a lso  cha ra c te rises  the pe rfo rm ance  s igns as facia l exp ress ion , vo ice , gestu res, body 
postu re  and body m ovem ent, c iting  the  firs t as the m ost im portan t but a lso  the m ost 
am biguous. M a rgare t R u therfo rd ’s ex trao rd ina ry  fac ia l m annerism s m ake  he r ve rs ion  o f M iss  
M arple u tte rly  un ique to  th is  pe rfo rm er. It conv inces  even  if it re sem b les  ne ithe r A ga tha  
C h ris tie 's  o rig ina l conception  o f the  cha rac te r no r subsequen t sm a ll screen  po rtraya ls  o f the  
sam e role by Joan  H ickson , and, m os t recen tly , G erald ine  M cEwan. S im ila rly , A la s ta ir S im 's  
po rtraya l o f S crooge  in the 1951 film  w as once thought con trovers ia l, if s till d is tin c tive . In tim e  
it cam e to  be accep ted  as a c la ss ic . In som e re spec ts  h is  reprise  o f the  role in the 1971 
an im ation  o f the  s to ry  is  conside red  even  m ore convinc ing  desp ite  its  b re v ity  and the  fa c t tha t 
on ly  S im 's  vo ice  rem a ins as a pe rfo rm ance  ind ica to r to  com pare  and con tra s t w ith  h is  ea rlie r 
in ca rna tion  o f the  characte r. G ian luca  Sergi has w ritten  spe c ifica lly  abou t th is  a spe c t o f 
pe rfo rm ance , its  use  as an ac ting  too l, how  it is  recorded  by a  film  c rew  and la te r 
in teg ra ted  into  a film 's  sound track. [19 ] H is  con trasting  o f acting  as a pe rfo rm ance  and w ith in  
a  pe rfo rm ance  both h igh ligh ts  those  fa cto rs  under and ou ts ide an a c to r's  con tro l and the 
d ifficu lty  o f separa ting  pe rfo rm ance  s igns  from  o the rs in a  film . A s  m uch  as a c to rs  re tain th e ir 
ind iv idua lity , rem a in  aware  o f the  film  m edium  in w h ich  they  are pe rfo rm ing , co ns ide r the 
q ua lity  o f th e ir vo ice , th e ir in te rra ction  w ith  o ther ac to rs  and o the r sounds on the sound tra ck  
(includ ing  m usic), they  are a lw ays sub ject to  how  they  are reco rded  and ed ited  in to  the  final 
m ix. S e rg i's  em phasis  on the  soph is tica tio n  o f p resen t-day soundscapes in film s  has pe rhaps 
le ss  re levance  to  the e ra  o f S im  and R u therfo rd 's  best pe rfo rm ances  in B ritish  c inem a  from  
the  1940s to  1960s, but som e aspec ts  undoub ted ly s till ring true. For ins tance , he no tes the  
need fo r a c to rs  to  m ain ta in  a con tinu ity  o f de live ry  ove r a  num ber of ta ke s . Even a llow ing  fo r 
he r consumm a te  p ro fess iona lism , M argaret R utherfo rd  som e tim es strugg led  w ith  th is
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dem and espec ia lly  when it o ften  seem ed to  be the case  tha t no tw o  ta kes  o f he rs w ere a like ! 
(See below, pp. 144 ,145 )
A s  R ichard D ye r has observed , a  film 's  s igns a re 'de te rm ined by the  m ultip le  codes in 
re lation to  wh ich [they a re ] s ituated , and a lso  by [the ir] p lace in the  to ta lity  o f the  film '. [20] 
However, as he acknow ledges, it is one thing to  iden tify  pe rfo rm ance  s igns and qu ite  ano ther 
to  read them  accu ra te ly . T h is  la rge ly  depends on a genera l know ledge o f w ha t the  s igns  m ean 
th rough cu lture  and h is to ry . A n incom ple te  s to re  o f th is  in form ation  suggests the p o ss ib ility  o f 
m is in terpre ta tion. A  gestu re  o r fac ia l exp ress ion  e xp re ssed  in a  B ritish  film  o f the 1940s m igh t 
eas ily  be read by a  la te r genera tion  quite  d iffe ren tly.
D ye r's  w ork is s till g roundbreaking  and useful, a lthough  its  scope seem s lim ited  in som e 
respec ts . Fo r instance , the re  is a tendency to  re legate non -s ta rs  to  the  s ta tus  o f 'm uch  m ore 
'o rd ina ry ' pe rfo rm e rs ' w ithou t an exp lana tion  o f w hat th is  actua lly  m eans in p ra ctice . [21] Paul 
M cDonald  has obse rved  th a t 'no t eve ryone  in a film ...is  a  s ta r (though th is  is o ften  fo rgo tten  
even  w ith in  s ta r s tud ies  w here  the search  for new  ob je c ts  o f s tudy  has led to  the  a na ly s is  o f 
m ore and m ore m inor pe rfo rm e rs  as though they w e re  s ta rs )'. [22] T h is  seem s to  im p ly  th a t 
perhaps fo r cha rac te r a c to rs  o r 'm ore  m inor p e rfo rm e rs ' a  d ifferen t approach  is  requ ired  as 
acting  ab ility  and s ta r qua lity  a re not necessa rily  in c o n flic t w ith  one ano ther. The ve ry  flu id ity  
o f the  ca reers o f S im  and R u therfo rd  defies te rm ino log ica l descrip tion . W ere  th e y  cha ra c te r 
ac to rs , supporting p laye rs, fea tu red  a rtis ts , o r any num be r o f o ther m addening ly im p re c ise  
defin itions?  C lea rly  the ir own pa rticu la r brand o f ac ting  encom passes  the gam ut o f the  acting  
h ie ra rchy  from  b it-pa rt p la ye r to  cha rac te r actor, and em braces  co -s ta rring  roles, cam eos and 
s ta r veh ic les . To com p lica te  m a tte rs  fu rthe r th is  range o f ro les does not n e cessa rily  fo llow  a  
log ica l upward tra je c to ry  and  sh ifts  som ewhat u n ce rta in ly  between one and ano ther, qu ite  
un like  the  ca reer p ro files  o f m os t p rom inen t s ta rs .
In addition, D ye r has been c ritic ised  fo r a lack o f so c ia l con text - Paul M cD onald  re fe rs  to  
th is  as 'a h is to ric ism ' - and the  fa c t tha t h is  exam p les a re a lm ost e xc lu s ive ly  H o llyw ood  s ta rs  
and film  te x ts  w hich, by de fau lt, ignore the con tribu tion  o f o the r w orld  c inem as inc lud ing  the  
United K ingdom . [23] P erhaps th is  is  enough o f a  ju s tific a tio n  in itse lf fo r m y use o f a m u lti­
d isc ip lin a ry  approach  w h ich  in co rpora tes exam ina tio ns  o f B ritishness , e cce n tric ity  and
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thea tre  s ty le s  as well as ac ting  theo ry and sta r s tud ies. Fortunate ly , in recen t yea rs , the  
neg lect o f s ta rdom  in B ritish  c inem a  has been addressed  a t last. G eo ffre y M acnab cons ide rs  
tha t the  ve ry  idea o f B ritish  s ta rdom  tended to  be d ism issed  by academ ics  and o the rs due to  
the  a ttitudes o f B ritish  p roduce rs and pub lic is ts . These  op in ions w ere m oulded, in turn, by 
nega tive  re v iew s  in the  Am e rican  trade  p ress  w h ich bem oaned  low  p roduction va lues, s low  
pacing and a la ck  o f m arquee  nam es. And desp ite  a rtic le s  in fan m agazines, pos itive  pub lic ity  
and the  fa c t o f m any B ritish  a c to rs  going to  H o llywood and w inn ing  O sca rs  'the idea o f 'the  
B ritish  film  s ta r' rem a ined  an oxym oron  in m any peop le 's m inds '. [24] The au tho r has no 
theo rie s a round w hy B rita in  fa iled  to  create  in terna tional s ta rs , and concen tra tes  instead  on 
spec ific  case  stud ies. B u t d id B rita in  fa il so de fin itive ly?  It can su re ly  be argued th a t m any 
B ritish  s ta rs  (includ ing  S im  and R u therfo rd ) had a high in terna tiona l p ro file  in the 1940s and 
1950s. Indeed R u therfo rd 's  ca ree r w as reborn in the  1960s th anks to  the  M iss  M arp le  se ries 
and appearing a longside R icha rd  Burton  and E lizabeth  T ay lo r in T h e  V .I .P .s  (1963), w h ile  
S im 's  rena issance  w as fue lled by h is  w ork in te lev is ion , a  m edium  wh ich susta ined  the  
longev ity  o f both ac to rs  by in troducing  the ir c la ss ic  film  pe rfo rm ances to  a new  genera tion o f 
v iew e rs .
M acnab  a lso  ind ica tes the  p reva lence  o f a  num ber o f 's to ck  typ e s ' in B ritish  c inem a. 
Som e, like  'the  gen tiem an-am ateur', 'cads and sp ivs ', the  's taunch  B ritish  housew ife ' and the  
'good-tim e  g irl', have  little  re levance  here, w h ile  o the rs like  'e xpe rts  and bo ffins ', 
'schoo lteache rs ', 'd e te c tives ' and 'cham e leons ' are the ro les usua lly  o ffe red  to  S im  and 
R u therfo rd . [25 ] The au thor no tes B ritish  c inem a 's 'sneaking  regard ' fo r schoo lte ache rs , 'a 
ga lle ry  o f e ccen tric  pedagogues ...m ost o f them  ex travagan tly  incom peten t', and he 
cha ra c te rises  the  de tective  as  'a  s trange  am algam  between the e ccen tric , inqu is itive  teache r 
o r inven to r and the  gen tiem an-am ateur', conclud ing tha t 'fo r the  m ore  eccen tric  de te c tives , 
so lv ing  a crim e  is a  ce rebra l e xe rc ise  akin  to  a  M ensa  puzzle . Squalor, lu st and b loodshed  
neve r m uch  in trude in th e ir in ves tig a tio ns '. [26] M acnab  a rgues, in addition, tha t the re  is a  
re la tive  la ck  o f g lam our around  ce rta in  s ta rs  who con tinue to  re inven t them se lves, and he 
nam es cham eleons like  A le c  G u inness  and Laurence  O liv ie r, who, he be lie ves, re s is t 
c la ss ifica tio n , rem aining 'in fluen tia l bu t m ercu ria l', unconstra ined  by th e ir s ta r pe rsonas and
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b lu rring  ’the line between the  s to ck  type ...and  the e xo tic  o the r'. [27] M ore con ten tious iy  he 
op ines tha t G u inness  'o ffe rs  som eth ing s trange r and m ore  s in is te r than the m ild  do ttiness o f 
A las ta ir S im  and M argare t R u therford '. [28] Bu t can the  contribu tions o f these  ac to rs  be 
reduced in th is  w ay?  A nd  is it en tire ly  fa ir to  describe  all they do as 'm ild  do ttiness '?  T rue , 
R u therfo rd  w as ra re ly  a llowed  to  s tra y  fa r aw ay from  lovable  e ccen tric ity  a t leas t in her film  
w ork, a lthough her e ffec tive  po rtraya l o f the  unsym pa the tic  M rs  D anve rs in a  s tage  p roduction  
o f R e b e c c a  (in 1940) p roved she  w as capable o f d a rke r inven tions. [29] Bu t the s trange  and 
s in is te r undertone in S im 's  c inem atic  output, from  h is re c lu s ive  au thor in H u e  a n d  C r y  (1947), 
and h is  in te rp re ta tion  o f S crooge  (in  1951 and 1971) to  h is  Inspecto r Poole in A n  In s p e c to r  
C a lls  (1954) and H aw k ins  the a ssass in  in T h e  G re e n  M a n  (1956), is never in m uch  doubt.
B ruce  Babing ton a lso  notes the neg lect o f B ritish  s ta rs . [30] W h ile  s ta r s tud ie s 
concen tra tes on H ollywood , it tends to  ignore those  in Europe. He concu rs w ith  M acnab  abou t 
c ritica l condescension  tow ards B ritish  c inem a as a w hole. H owever, he is  m ost concerned  
w ith  the  B ritishness  o f B ritish  s ta rs . He questions the  in te rchangeab ility  o f 'E ng lish ' and 
'B ritish ' a s  adequate designa tions; w he ther 'B ritish ' is  s till 'a  touchs tone  o f ...id en tity ', and if 
'B ritishness ' im p lies a  subsum ing  E ng lishness. [31] He be lieves tha t a lthough B ritish  c inem a  
is 'o ve rw he lm ing ly  English  in its cen tre s o f p roduction  and ideo logica l em phases ' it s till d raw s 
on all pa rts  o f the  United K ingdom  fo r pe rsonne l and sub je c t m a tter. [32] He a lso  cons id e rs  it 
d ifficu lt to  dec ide  w ha t constitu tes  a  B ritish  s ta r, com pared  to  those  in H o llywood , due to  the  
fewer s ta r veh ic le s, m ore  ensem b le  p ieces, le ss  b rash  pub lic ity  and a  cu ltu re  w he re  acting  
and persona lity  a re favoured ove r s ta r s ta tus. In add ition he notes, as I have  com m en ted  
above, tha t even  the reference  books d isagree . For D avid  Sh ipm an, S im  and R u the rfo rd  a re 
included in h is  book as s ta rs  w hile  o the rs re legate them  to  supporting  p la ye rs . [33] 
B ab ing ton's own  c rite ria  fo r s ta rdom  inc lude  the  s tipu la tion  tha t ac to rs  be the film 's  'm a jo r 
a ttra c tio n ’, th ey a re acco rded  'spec ia l trea tm en t', the re  is  an exh ib ition  o f 'p e rson ifica tio n ' 
w h ich he de fines  as 'an icon ic  transtex tua l sam eness  beneath va ria tions ', and th e y  a re the  
'sub ject o f 's ta r d is cou rse " in the m edia. [34] D esp ite  the  fa c t tha t both S im  and R u therfo rd  
qualify  on a ll these  coun ts, Babington is  conten t to  ca tego rize  them  as m inor s ta rs  because  
the ir s ta rdom  is  sm a lle r sca le , they la ck the 'in fle ction  o f sexual g lam our' o f th e ir
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con tem pora ries, because  we tend to  conside r them  as being them se lves  above any  
characte r they  m igh t p lay, and a lso  fo r posthum ous reasons - he nam es R u therfo rd 's  fea r o f 
m adness, he r fa the r's  pa rric ide  e tc. [35] H owever, in the  con text o f B ritish  film s, he d raw s  
a tten tion  to  the  idea lised  streng th  o f parenta l figures, espec ia lly  fa the rs (noting S im 's  la ten t 
vam p iric ism ). He a lso  s ta te s  tha t 'the popu la rity  o f com ed ians in polls  is o ften  fo rgotten  when  
th ink ing  about s ta rdom , and e lde rly  com ic  eccen trics  have  an in te res tin g ly  p rom inent role in 
the  national c in em a ’. [36 ] A nd  ye t none o f th is  seem s to  be su ffic ie n t to  g rant S im  o r 
R utherford  extended  coverage  in h is  book.
A lthough m a in ly  using the  H o llyw ood  scene as h is  backdrop , Jam es  N arem ore  m akes  a 
num ber o f in te res ting  obse rva tio ns w h ich  perta in to  the B ritish  c inem a o f S im  and R utherfo rd . 
Fo r instance, he notes the  requ irem ent tha t 'supporting  p laye rs, e thn ic  m inoritities, and 
w om en be m ore  an im ated o r b road ly exp ress ive  than w h ite  m ale leads '. [37] Under the 
heading o f 'R he to ric  and E xp re ss ive  Techn ique ' he estab lishes the  ea rly  connections between 
ac ting  and speechm aking  - an in te resting  observa tion  in the  con tex t o f the  p resen t s tudy, as 
bo th  S im  and R utherfo rd  taugh t e locu tion; he w rites:
E a rly  theo ris ts  o f o ra to ry  understand rhe to ric  le ss  as a techn ique  o f 
ad justing  to  the th ea trica l env ironm ent than as an a rtfu l dep loym ent o f 
"e xp ress ions" to  m ove, persuade, and em body tra its  o f characte r. For tha t 
reason  am ong o the rs, acting  and poe tics in W este rn  cu ltu re  have 
frequen tly  been stud ied  in the  con text o f public  speaking . The ve ry  word 
a c to r  in E nglish  w as  o rig ina lly  m ean t to  suggest the  "ac tion " o f o ra to rs . [38]
In 19th cen tu ry  Am erica , he rem inds us tha t ac to rs  w ere often  tra ined  a t e locu tion  schoo ls  
w here  the thea tre  w as v iew ed  as a m edium  fo r dec lam ation. It is  su re ly  th is  connection  w h ich  
R u therfo rd  seeks  to  bu rlesque in her aud ition p iece, 'The Shooting  o f Dan M cG rew ’, in M u rd e r  
M o s t  F o u l (1964). B ut the link between d ram a and pub lic speaking  van ishes  around the tu rn  o f 
the  19th/20th cen tu ry  as the  fo rm e r deve lops v isua lly  and rep resen ta tiona lly , respond ing to  
the  dem ands o f a  w ide r pub lic. Bu t desp ite  P udovk in 's  urg ing  o f a c to rs  to  ignore o ld -s ty le
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voca i tra in ing, 'e lo cu tio n is ts ' (as N arem ore  ca lls  them ) a re s till va lued fo r the m us ica lity  o f 
the ir voca l range. [39] In fa c t the  in fluence  o f such  thea trica l kn igh ts  as O liv ie r and G ie lgud  
upon B ritish  c inem a  rem a ins until the la te  1950s and beyond, before the  onse t o f the B ritish  
'new  w ave ', and it is  a  trad ition  w h ich  finds S im  and R u therfo rd  a t the ir m ost com fortab le .
N arem ore a lso  add resses 'E xp re ss ive  C oherence  and P erfo rm ance W ith in  P e rfo rm ance ’ 
and be lieves th a t by 'm a in ta in ing ...e xp ress ive  coherence ...w e  are a ll ac to rs, and ou r 
pe rfo rm ances  a re  judged a t nearly  e ve ry  m om ent o f ou r live s '. [40] Th is  cu rio us ly  echoes S im  
h im se lf when he rem arks tha t 'we are all ac to rs ...and  we a re acting all the  tim e '. [41] H owever, 
w h ile  N arem ore  is  keen m ere ly  to  m ake  the  connection  between o rd ina ry  life and the 
p ro fess iona l thea tre , one suspects S im 's  ra the r th row aw ay line (to  deter, no doubt, an 
inqu is itive  pub lic is t) w as m ade to  dem ys tify  the  en tire  p rocess  o f ac ting . N arem ore  a lso  
exp lo res the  idea  o f e xp re ss ive  incoherence  w h ich  o ccu rs  'when the  cha ra c te rs  are c le a rly  
shown to  be w earing  m asks '; he continues:
In such  m om ents the  p laye r dem onstra tes  v irtu o s ity  by sending  ou t dual 
s igns, and the  v iv id  con trast be tween  fac ia l exp ress ions g ive s  the  "acted 
im age" an em otiona l richness, a  s trong  sense  o f d ram atic  irony . C erta in  
cha ra c te r types ...a re  pa rticu la rly  ap t to  fo s te r th is  type o f incoherence : 
v illa in y is  a fa vourite  sub ject fo r a c to rs  because  it usua lly  ta ke s  the  form  o f 
an in s ince re  o r dup lic itous pe rform ance. [42]
Note espec ia lly  S im 's  c rim ina l (Soapy M a rks) and fawn ing p rie s t in T h e  T e r r o r  (1938) and  his 
double cha racte risa tio n  in T h e  B e lle s  o f  S t. T r in ia n 's  (1954) as the headm is tre ss  and her 
brothe r, o r R u the rfo rd 's  pos ing as a m aid in M u rd e r  S h e  S a id  {1961) o r an a c tre ss  in M u rd e r  
M o s t  F o u l (1964) w h ils t a lso  dep icting  am ateur s leu th  M iss M arple.
Narem ore a lso  d iscu sses  com edy as a  genre 'w h ich  o ften  p rovoke [s ] a liena ted s ty le s  o f 
pe rfo rm ance , [and ] depend[s] on exaggera ted fo rm s o f b o d ily  incoherence , o ften  resulting  in a 
so rt o f e xp re ss ive  anarchy ', and w h ich 'le ts  an incoherence  in the  "ac ted  im age" becom e 
a lm os t as v is ib le  a s  the  d iv is io ns  w ith in the  cha rac te r'. [43 ] O ne th in ks  o f the  un like ly  im age  o f
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S im  as the fa llib le  de te ctive  in G re e n  F o r  D a n g e r  (1946) sp inn ing around con ten ied ly  on a 
revo lv ing  seat w h ils t rum ina ting  on a m urder, o r any num ber o f in stances  where  R u therfo rd  
uses her phys ica l fo rm  to  com ic  e ffe c t in a  b road ly  se rious situa tion . The sw ord  figh t in 
M u rd e r  A h o y  (1964) is  a good exam p le  o f th is , as is  the  b iza rre  spec tac le  o f her dancing  'The 
Tw is t' in M u rd e r  a t  th e  G a llo p  (1963) - both scenes us ing com ic  and im probab le  bod ily  
m ovem ents w ith in  an ove ra ll pe rfo rm ance  as su ccess fu l p loys to  en trap  the m u rde re r in each  
case .
Narem ore  a lso  com m en ts  in s igh tfu lly  on w hat he ca lls  'a ccesso rie s ', tha t is 'e xp re ss ive  
ob je c ts ' (a fte r P udovkin , i.e. 'p rops '), costum e and m ake-up. O f the  firs t, the au tho r's  concern  
is fo r the w ays  in w h ich  inan im ate  ob jects  and pe rfo rm e rs  in te rac t and how  'fee lings  o r 
psycho log ica l s ta te s  a re com m un ica ted  by the w ay one handles th ings '; inva riab ly  a p rop  
'tra n sm its  both a  sym bo lic  and a "persona l" m essage ...and  when an ac to r finds an  e xcuse  to  
m anipulate an unusual prop, he o r she w ill s teal the  scene '. [44] N o tice  how  the  tin k lin g  o f 
R u therfo rd 's  g lockensp ie l w a tch  in P a s s p o r t  to  P im lic o  (1949) a ttra c ts  a tten tion  and soon 
becom es an in teg ra l e lem ent o f P ro fe sso r H a tton -Jones ' characte r. N arem ore  a rgues tha t 
w hole sequences in film s  a re focussed  upon w ha t a  pe rfo rm e r does w ith  a prop . S im , fo r 
exam p le , is  pa rticu la rly  adep t a t handling te lephone ca lls  and the re  are som e beau tifu lly  tim ed  
scenes  in T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  (1950), F o l ly  T o  B e  W is e  (1952) and T h e  G re e n  
M a n  w h ich dem onstra te  no t on ly  h is pa rticu la r sk ill w ith  the  ob jec t itse lf bu t a lso  convin ce  the  
v iew e r o f the  unseen ca lle r's  identity . Fo r N arem ore, S im , as a p ro fess iona l acto r, is  s im p ly  
keeping  'ob jec ts  under e xp re ss ive  con tro l, le tting  them  becom e s ign ifie rs  o f fee lings. 
S om etim es a p la ye r's  d e x te rity  is  foreg rounded ...bu t m ore  often it is  ha rd ly  no ticeab le , lending  
em otional resonance  to  the  s im p le s t behaviou r'. [45]
C ostum es a re  a lso  an exp re ss ive  ad junct fo r the  pe rfo rm e r and 'se rve  as in d ica to rs  o f 
gender and soc ia l s ta tu s, bu t they a lso  shape bodies and behaviou r', and ac t as de te rm inan ts 
o f m ovem ent and cha ra c te r. [46] Even the  m ost o rd ina ry  c lo thes  a llow  men to  do ff ha ts , fin ge r 
lapels  o r p lay w ith  w a tch  cha ins, while  w om en can  ad ju st sk irts , c lu tch  pu rses and w o rry  w ith  
neck la ces  etc. Note, fo r exam p le , the enorm ous flou rish  w ith  w h ich  R utherford , as M iss  
M arp le, flings her c lo ak  and  s ca rf around her shou lde rs upon leav ing  the  in spec to r's  o ffice , in
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M u rd e r  M o s t  F o u l, w h ich  s im u itaneous iy  becom es a de fian t gestu re  a t h is au tho rity  and an 
asse rtion  o f her own  e ccen tric  ind iv idua lity . N arem ore  obse rves tha t if a pa rticu la r costum e  
has m any a ccesso rie s  it p rov ides m ore  opportun ity  fo r gesticu la tion , the re fo re  'the "d re ssy" 
fig u res in film s  a re a lw ays  the m ost exp re ss ive  ones' and c ro ss -d re sse rs  espec ia lly  'a re  
a llow ed a  b roader range o f both a ccesso rie s  and c lo th ing  s ty le s  and hence a  la rge r em otiona l 
vo cabu la ry '. [47] Thus S im 's  headm istress in T h e  B e lle s  o f  S t. T r in ia n 's  is  m uch  m ore 
m em orable  than her brothe r, a lso  po rtrayed  by S im . N arem ore a lso  cons ide rs  tha t g rea te r 
realism  in film s  has helped som e ac to rs  to  se rve  as fash ion m ode ls. And su ch  w as the 
popu la rity  o f the  M iss M arple film s  when they were  in itia lly  re leased, tha t pub lic ity  fo r the  
second  in the  se ries , M u rd e r  a t  th e  G a llo p , inc luded  not on ly  s tills  o f a  s ca rf and sw ea te r w orn  
by  the  s trik in g  K a tya  Doug las but a lso  o the r pho tog raphs o f R utherfo rd  and R obert M o rley 
d ressed  in th e ir rid ing hab its. Thus costum es a re p resented  as fash ion  and 'o rd ina ry  appare l 
becom es ex trao rd ina ry  by assoc ia tion  w ith  a  s ta r'. [48]
F inally, N arem ore  ta ck le s  m ake-up  as a kind  o f e xp re ss ive  m ask. He no tes its  use  in 
W este rn  cu ltu re  a s  'grounded in an opposition  be tween  nature and  a rtifice ', P udovk in 's  critique  
o f thea trica l m ake-up  in ea rly  s ilen t c inem a, and its  o rig in  in ritu a lis tic  d ram a be fo re  the  onse t 
o f na tu ra lism  and realism  in the cinem a. [49] In the  m odem  era  it functions m e re ly  as an a id  to  
pe rfo rm ance . Thus we are le ss  aware  o f any pa rticu la r app lica tion  o f m ake-up  in the  film s  o f 
S im  and R u therfo rd  un less  they  are asked  to  po rtray  a  thea trica l o r fa n ta stica l ch a ra c te r - 
S im 's  genie (E ustace) in A lf 's  B u tto n  A f lo a t  (1938) is  an obvious  exam p le . W e becom e m ore  
aw are  o f it w hen  the cha rac te r they  are p lay ing  has to  be fu rth e r trans fo rm ed . W hen 
Ru therfo rd  is  shown app ly ing  m ake-up in M u rd e r  M o s t  F o u l before tak ing  to  the  s tage to  p lay 
The Honourable Penelope B rown, it is  an action  w h ich  d raw s a tten tion  to  her re la tive  la ck  o f it 
as  M iss  M arp le  and se rve s  to  increase  ou r em pathy fo r he r characte r.
If the ana lys is  o f film  ac ting  has been well se rved  in recen t yea rs , its  younge r re la tion , 
te lev is ion , has been re la tive ly  ignored in te rm s o f its  p e rfo rm e rs ' s ign ificance  and th e ir im age  
as s ta rs . In fa c t John  E llis  has c la im ed  tha t te le v is io n  does not p roduce s ta rs  a t all but 
pe rsona lities. [50] H owever, th is  v iew  has been questioned  by P a tric ia  M e llancam p and 
D en ise  M ann w ho  have suggested  tha t fem a le  pe rfo rm e rs  like  G rac ie  A llen, Luc ille  Ball and
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M artha  Raye cha llenge  and underm ine  the dom inant pa tria rcha l codes o f th e ir day. [51 ] 
Inev itab ly  th is  sugges ts  a pos t-fem in is t agenda, a lthough E llis 's  com m en ts can  a lso  be 
contested  by the  appearance  on te le v is ion  o f m a tu re  m ale pe rfo rm e rs  like  A la s ta ir S im . A s  
Je rem y Bu tle r has observed, a cto rs  from  film s  and the thea tre  bring w ith  them  'p re ­
de term ined im ages ', and in re tro spect the  'd iege tic husband-w ife  re la tionsh ip ' o f G rac ie  A llen  
and G eorge B um s, and Lucille  Ball and Desi Am az in the ir re spec tive  show s on te le v is io n  is  
not on ly  a  key to  sexua l po litics  in 1950s Am erica  but a lso  seem s to  be a developm ent o f the  
on -screen  re la tionsh ips o f ac to rs  like  Rutherford, S im  and th e ir spouses in the c inem a. [52 ] 
B y  the tim e  S im  red iscove red  te le v is io n  in the  1960s the re  w as  little  p rospec t tha t h is w ife  
Naom i would s ta r a longside h im . M is le a d in g  C a s e s  (1 9 6 7 ,1 9 6 8 ,1 9 71 ), S im 's  on ly  te le v is io n  
s itcom , is  undeniab ly pa te rna lis t in tone, but is saved  by its  ve ry  B ritish  e ccen tric ity  and 
charm , and the  cred ib le  com p le x ity  o f its  legal a rgum ents. S im ila rly , S im 's  pa tria rcha l G enera l 
S u ffo lk  in h is fin e s t te le v is ion  p lay, T h e  G e n e ra l's  D a y  (1972), is  constan tly  underm ined  by 
fem a le  cha rac te rs , p layed by D andy N icho ls  and Anne tte  C rosb ie , w ho  challenge his s ta tu s  
and au tho rity .
It w as Irv ing  Tha lberg  in the  H o llyw ood  o f the  1920s who recogn ised , a t the dawn o f the  
sound  era, the need fo r 'm ore  fin e ly  d raw n cha ra cte risa tions ', and, un like  R ussian  th eo ris ts  
P udovkin  and K u leshov, he pos itive ly  w e lcom ed the  in flux  o f a c to rs  from  the  theatre . [53 ] He 
would su re ly  have  agreed w ith W a lte r B rennan 's  fam ous a ttribu ted  rem ark tha t ch a ra c te r 
ac to rs  e x is t on sc reen  to  m ake  the  s ta rs  look good, a lthough H o llyw ood  delayed the  crea tion  
o f a B est S upporting A c to r/A c tre ss  aw ard  until 1936. [54] W riting  in E s q u ir e  m agazine  in 1934, 
G ilbe rt S eldes o ften  finds cha ra c te r a c to rs  m ore m em orable  than  the  s ta rs  and tha t w hen  
absen t 'the re  a re b lank spo ts...du ring  w hich a tten tion  w ande rs ...because  the m ovies ha rd ly  
eve r p resen t a  characte r; th e y  m ere ly  p resen t a  pe rson. A nd  persons becom e  
tire som e ...[w h ile ] cha ra c te rs  susta in  in te res t'. [55] He p ra ises  M arie  D re ss ie r fo r he r c rea tion  
o f characte r, and con tinues:
The m ino r p laye rs are a llowed  ce rta in  hum an qua lities  w h ich  the m a jo r
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ones fo rego ...They  say what the  audience  often fee is, p rick ing  the  g reat 
bubble o f p re tensions w hich  floa ts  th rough  the  m ora ls  o f eve ry  m ovie . They 
are d is rup tive  e lem ents. And they  are ve ry  good com pany. [56]
He an tic ipa tes the  charac te r-based  H o llyw ood  m ovies o f the future when he conc ludes  tha t 
h is g rea tes t p leasure  would be to  see a  film  cons is ting  en tire ly  o f supporting  p laye rs. 
O bv ious ly  th is  .is a  m ino rity  v iew  o f the  tim e , but by the  1960s when m any c ritic s  sense  the 
dem ise  o f cha ra c te r ac ting  as they know  it, and th e ir appreciation  deve lops a m ore nosta lg ic  
tone, S e ldes ' v is io n  has becom e a rea lity  in film s  like  T h e  W ro n g  B o x  (1966), fo r exam p le . 
T yp ica l o f re tro spec tive  c ritic ism  on the  sub je c t is  C harles W in ick 's  a rtic le  in F ilm s  a n d  
F ilm in g  (1965). He connec ts  the  m odem  cha ra cte r a c to r w ith  the  s to ck  cha ra c te rs  to  be found 
in o lde r a rt fo rm s  like the  c o m e d ia  d e ll'a r te , and de fines them  as 'som eone  who appears in a  
spec ific  k ind  o f ro le so frequen tly  tha t he p rac tica lly  crea tes it', a m arked  con tra s t to  John  
E llis 's  de fin ition  o f s ta rs  as 'incom p le te ' and 'in coheren t'. [57] W in ick qua lifie s  h is  rem a rks  by 
s tre ss ing  the  un iqueness o f cha racte r a c to rs  and the  re la tive ly  narrow  range o f pa rts  th e y  are 
a llowed to  p lay. A lthough , when he s ta te s tha t th e y  are 'no t in te rchangeab le  w ith  ano ther 
cha racte r a c to r', one on ly  has to  th in k  o f the instance  when S im 's  tu rn ing  dow n o f h is  in itia l 
casting  as the  P ro fe sso r in P a s s p o r t  to  P im lic o  (1949) led to  R u therfo rd 's  a ccep tance  o f the 
sam e role, to  dem onstra te  tha t th is  is  no t a lw ays s tric tly  true. [58] W in ick  a lso  con fu ses  the 
issue  by re fe rring  to  'cha ra c te r s ta rs ' w ho 'becam e so  fam ous fo r p a rticu la r ro les tha t they  
becam e s ta rs '. [59 ] O f cou rse  m any o the rs tried  and fa iled to  ach ie ve  s ta rdom , bu t he 
be lieves tha t one o f the  e ffe c ts  o f the decline  o f cha ra c te r acting is a lso  tha t m any s ta rs  are 
now  (1965) being ca s t in cha racte r ro les. In addition, cha ra c te r s ta rs  a re  le ss  va lued  in 'teen- 
p ics ', and one w ay o f m aking  up fo r the  re la tive  la ck  o f pa rts  is to  cas t them  in cam eo roles. 
A no ther reason fo r the  decline  o f cha ra cte r acting  is  sa id  to  be the cha llenge  o f European  
(inc lud ing B ritish ) c inem a, to  say  noth ing o f the  e ffe c ts  o f te lev is ion . W ith  no seven  yea r 
con trac ts , the  adven t o f 'package ' film s  and the new  p rom inence  o f the  independen t sec to r, 
m any casting  d ire c to rs  begin to  th ink m ore in te rm s  o f s ta r veh ic les. W in ic k  den ies nos ta lg ia  
and ye t h is a rtic le  is  s lan ted  in th is  w ay and cou ld  be v iew ed  as sho rt-s ig h ted  and ra the r
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fea rfu l o f the  new . It cou id  a iso  be a rgued  tha t ano the r reason fo r the d isappearance  o f o ld- 
s ty le  cha ra c te r acting  is a  re luctance  by m odem  ac to rs  to  be typecas t in a  na rrow er range o f 
ro les.
A lfred  Tw om ey and A rth u r M cC lu re  entitle  th e ir book 'T h e  V e rs a t ile s ' to  re fle c t the  
em otiona l scope  cha ra c te r a c to rs , as spec ia lis ts , could po rtray. These  ac to rs ' g rea t g ift w as 
to  'p ro je c t...m oods tha t had the te x tu re  o f liv ing  e xp e rie n ce .Ja nd ] helped to  p roduce 
m em orab le  g lim pse s  o f ou r life  and cu ltu re '. [60] O f cou rse  the  au tho rs ' fram e o f re fe rence  is 
the  sound e ra  o f Am erican  film s  be tw een  1930 and 1955, a lthough th e ir comm ents cou ld  be 
ju s t as applicab le  to  the  B ritis h  c in em a  o f the sam e period. S im ila rly , Leonard M a ltin 's  tw o  
vo lum es  a re devo ted to  H o llyw ood 's  golden era, but when  he com m en ts  tha t cha ra c te r a c to rs  
'had  the advantage  o f being in the  heart o f a c tiv ity , w ith  none o f the  respons ib ilities tha t 
accom pany sta rdom ' h is  rem a rks  cou ld  easily  re la te  to  the  ea rly  ca reers o f S im  and 
R u therford  in B ritish  film s . [61 ] A lso  true  is  h is opinion th a t cha ra c te r a c to rs  are o ften  ta ken  fo r 
g ran ted because  o f the  im p ress ion  th e y  a re ju s t p lay ing  them se lves , and are the re fo re  ra re ly  
p ra ised  fo r the  qua lity  o f th e ir ac ting , desp ite  the fac t th a t they  m ay we ll have stud ied  th e ir 
c ra ft a s  hard (o r ha rder) than  the  nom ina l s ta rs  w ith w hom  th ey  appear.
D avid  Thom son  has iden tified  o the r p ractica l and p ro fess iona l d iffe rences between  s ta rs  
and cha ra c te r ac to rs . Fo r ins tance , s ta rs  'live ' th rough the  use o f c lose -ups , and a lthough 
cha ra c te r p laye rs are a llowed  th is  p riv ilege , it is never to  the  sam e ex ten t o r fo r the  sam e 
am oun t o f screen  tim e . In the  sam e w ay, lighting on the  se t is a rranged  to  su it the s ta rs , w hile  
cha ra c te r a c to rs  are m eant to  look le ss  radiant and m ore like  us, the  audience. M aybe  they  
se rve  as ou r b ridge to  the  s ta rs , a  lin k between our ind iv idua l rea lities and the 're a lity ' o f the 
w o rld  dep icted  on the screen . T hom son  a lso  notes tha t s c rip ts  and d irection  are o rgan ised  to 
p rio ritise  the  s ta r pe rfo rm ance  w h ile  a  cha rac te r a c to r w ill be expec ted  to  appear to  o rde r and 
'de live r' w ithou t the  sam e leve l o f conside ra tion . There a re, na tura lly, excep tions, and these  
usua lly  depend on the em inence  o f the  characte r a c to r in question . W hen M argaret R u therfo rd  
firs t read the  sc rip t o f T h e  V .I .P .s  (1963) she turned it down. It took  a  rew rite b y  Terence  
R a ttigan and m uch u rging by d ire c to r An thony A squ ith  to  pe rsuade her to  change he r m ind . In 
th is  case  he r s tance  w as to ta lly  ju s tifie d , as con firm ed  by he r w e ll-dese rved  O scar. H owever,
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it cou id  be sa id  tha t by 1963 R utherford  w as once  again a fu liy -fiedged  sta r, a lthough 
a longside  fe llow  ca s t m em bers like O rson  W e lles, E lizabeth  T ay lo r and R ichard  Burton  th is  
rem a ins a  ques tion  o f degree. Thom son  conside rs  tha t if film s now  tend  to  d isappoint, 
te le v is io n  is  the  bes t opportun ity  fo r cha ra cte r a c to rs . U n like  the c inem a, te le v is io n  has no 
tim e  fo r 'the p reva rica ting  whim  and neu ro tic  hes ita tion  o f s ta rs '. [62]
An thony S lide  cons ide rs  tw o  k inds o f cha ra c te r p laye r, those  w ith  a g im m ick  who can 
de ligh t an aud ience  w ith  it in film  a fte r film , and those  who are less e a sy  to  define but tend  to  
be m ore adap tab le . [63 ] S im  and R u therfo rd  fa ll in to  both ca tegories, con ten t to  repeat ce rta in  
ch a ra c te r tra its  bu t a lso  ready to  adapt when required. O ften  it is not the  cha ra c te r a cto rs  who 
a re unw illing  o r unable to  adapt, but the  aud ience  and the  industry  w ho  w ill no t a llow  them  to  
change. M a rga re t R utherford  accep ted  he r ga lle ry  o f oddballs  w ith re lish , comm enting : 'I'm  
not d isp leased  when  people th ink I'm  like  m y e ccen tric  lad ies - 1 love  p lay ing  them ', a lthough 
by the  end o f he r ca ree r her en thusiasm  had waned. [64 ] O f A ra b e lla  (1967) she  rem arked  
w ea rily : 'I p layed  m y usua l ta c itu rn  o ld p rin cess  pa rt'. [65 ] She had longed to  p lay ingenue 
ro les in he r you th , but rea lis ing  tha t her looks m ade  th is  un like ly , s till he ld ou t fo r m ore m ea ty 
d ram a tic  ch a ra c te rs . Aw ay  from  the com ed ic pe rfo rm ances  w h ich m ade  her fam ous, h in ts  at 
w hat m igh t have  been are p rovided by a  pa rt like  M is tre ss  Q u ick ly  in O rson  W e lle s ' C h im e s  
a t  M id n ig h t  ( 1966).
S lide notes, however, tha t not all film s  can be saved  by cha racte r a cto rs  - one th in ks  of 
R u therfo rd 's  cam eo  in A  C o u n te s s  F ro m  H o n g  K o n g  (1966), and S im 's  in L a d y  G o d iv a  R id e s  
A g a in  (1951) - a lthough he believes tha t com ed ians  espec ia lly , both from  the  point o f v iew  o f a 
s ta r o r cha ra c te r part, recogn ise  the va lue o f a  good supporting  cas t. S lide  a ttrib u te s the 
E ng lish  and Irish  (though not S co ttish !) w ith  con tribu ting  m ost to  sw e lling  the  ranks  of 
cha racte r p la ye rs  and th in ks the fasc ina tion  and obnoxiousness  o f cha ra c te r its e lf is m ade 
possib le  by 'the  a rt and cra ft o f these pe rfo rm e rs , th ey are able to  in filtra te  the  hearts  and 
m inds o f aud iences ', and alluding to  Beulah B ond i's  fam ous rem a rk abou t them  being 'the 
m orta r between  the  b ric ks ' concludes tha t they a re m ore like  'the foundations upon w h ich  the 
ed ifice  o f the  m o tion  p ic tu re  stood secu re '. [66]
Tom  C ha rity  cha rac te rises  them  as 'the w ork ing  s tiffs  in the dream  fa c to ry ' and notes tha t
- 127-
's ta rs  are a lw ays  d o in g  som eth ing ...; supporting p laye rs, like  the rest o f us, s im p iy  get on w ith 
th e ir lives. They  are the  true  c itize ns  o f the c inem a '. [67] L ike o ther com m en ta to rs  he 
recogn ises the ir heyday as the  1930s, 1940s and ea rly  1950s, the ir rev iva l in the  1970s (when 
new  sta rs like  D ustin  H o ffm an , G ene Hackm an and Ja ck  N icholson  - w ho rep resen t the 
an tithes is  o f c la ss ica l H o llyw ood  s ta rs  - seem  m ore  ak in  to  cha racte r pe rfo rm e rs ), and a 
fu rthe r rena issance  in the  1990s. Th is  new  breed made a nonsense  o f ca tegories and labe ls 
when the Supporting  A c to r O sca r began to  be awarded fo r what m any conside red  s ta rring  
ro les. Perhaps the tru th  is  th a t cha racte r a c to rs  have never en tire ly  d isappeared  but 
developed  o ve r tim e  and changed th e ir function, ju s t as the  nature o f s ta rdom  itse lf is  neve r 
s ta tic  and m ore  o f an eve r-e vo lv in g  p rocess.
A lm ost un iquely, M a ry  O 'B rie n  avo ids the  usual com parisons between s ta rs  and cha ra c te r 
pe rfo rm e rs  and designa tes a c to rs  in te rm s o f cha rac te r, pe rsona lity , phys ica l and natural 
types , a lthough she conside rs  tha t m any good ac to rs  c ro ss  these  boundaries. Fo r he r the 
cha rac te r a c to r is  one 'w ho  s trive s  to  create  an im age  o f cha rac te r tha t is  an am a lgam a tion  o f 
h is  own psyche  and tha t o f the  w ritten  im age' and w hose cha racte risa tio ns are 'whole, natura l, 
and g rounded in rea lity '. [68] She be lieves th a t 'the  b lend o f...the  a c to r and the  im age - is 
subtle . You a re  not aware  w here one ends and the  o the r begins, o r w h ich  pa rt o f the m ode  of 
em otional approach  is  the  a c to r’s  and w h ich the  cha ra c te r's ' and tha t as su cce ss  is founded  
in 'the dua lity  o f the a c to r "being" and "acting", we w itness  s im u lta neously  a  dua lity  in  the 
cha racte r its e lf; and she concludes  that: 'dua lity  created  by the  a c to r p roduces  a dua lity  o f 
response in the  specta to r. The com p le x ity  o f th is  inne r ac tion  in both the  a c to r-cha ra c te r and 
the  spec ta to r accoun ts  in som e part fo r ou r fa sc ina tio n  w ith  cha ra cte r ac to rs , and nou rishes 
ou r desire to  see  them  in role a fte r ro le '. [69]
C ha rac te r acting  has been hailed as both 'a  d is tin c tive  aspec t o f Am erican  expe rience ' and 
'the ve ry  backbone  o f B ritish  c inem a '. [70] S tephen F rears, a  B ritish  d ire c to r w ho  now  w o rks  
m os tly  in H o llyw ood, has comm ented : 'I love the  w ay these  people are so  sham e le ss ly
fam ilia r...th e y 're  like  m em bers o f you r fam ily ...I shall be in m y g rave before I fo rge t them  a il I
know  them  be tte r than m y  re la tives '. [71] But the  g rea test d ifficu lty  fo r the  B ritish  cha ra c te r 
a c to r is  not fam ilia rity  but w ork ing  in an industry  unsure o f w he ther to  concen tra te  on m odest
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low -budge t film s  fo r dom estic  consum ption o r p ro fitable  p restige  p ic tu res to  be so ld  on the 
in te rna tiona l m arke t, a  d ilem m a  unreso lved  today. In e ffe c t th is  has m eant a cho ice  be tween  
the  nu rtu ring  o f cha rac te r a c to rs  a t the expense  o f fo ste ring  a s ta r system  to  riva l H o llywood . 
In the  1930s a t the  beginning o f S im  and R u therfo rd 's  film  ca reers, th is  po la risa tion  cen tred  on 
the  accomm odation  o f cha ra c te r pe rfo rm ers by M ichael B a lcon 's  Ealing S tud ios  o ve r the 
in te rna tiona l am b itions  o f K orda  (and Rank in the  1940s). H ow  m uch these  pos itions  w ere  at 
odds w as dependent on how  m uch consensual co lle c tiv ity  had to  be sac rificed  in the  nam e o f 
in te rna tiona lism . Those  film s  tha t a ttem pt com prom ise , like  S im 's  S ta g e  F r ig h t  (1950) w ith  its  
B ritish  loca tions  and in terna tional cast, em erge  m ore aw kw ard ly . H owever, m ost a c to rs  
m anage to  in co rpora te  both trad itions into  th e ir reperto ire  as S im 's  H u e  a n d  C r y  and 
R u therfo rd 's  P a s s p o r t  to  P im lic o  e xem p lify  fo r the  hom e-g rown aud ience , w h ile  th e ir 
appearances in T h e  M ill io n a ire s s  (1960) (S im ) and T h e  V .I .P .s  (R u therfo rd ) dem onstra te  
equal com fo rt in the  in terna tional niche. It is poss ib le  tha t th is  un reso lvab le  d ilem m a  has 
a c tua lly  g iven  the  B ritish  pe rfo rm e r a  riche r iden tity  above  and beyond the  a ttrib u te s  o f 
H o llyw ood sta rdom .
C e rta in ly  it w as the low -budge t quota film s  o f the  1930s tha t gave  ac to rs  like  S im  and 
R u therfo rd  ea rly  exposure  and usefu l experience , and w hose  com ed ies, th rille rs  and com edy- 
th rille rs  p rov ided  them  w ith  rich  opportun ities fo r the  crea tion  o f charac te r. D avid  S u tton  
iden tifies the  com edy-th rille r in pa rticu la r as 'one  o f the  m ost notable generic  h yb rid s  o f the  
1930s' and re fe rences S im 's  'Inspec to r H om le igh ' se rie s  and G re e n  fo r  D a n g e r  \n pa rticu la r, 
a lthough the  genre  con tinues to  develop in film s  as d iffe ren t as S ta g e  F r ig h t  and T h e  G re e n  
M a n  and in R u the rfo rd 's  'M is s  M arp le ' quartet. [72 ] Su tton  continues:
R a ther than any 'o ve rtu rn ing ' o f genre  conven tio ns  as such, w ha t these  
film s  m igh t be sa id  to  share is a  re jection  o f the  sta le  he ro ics  o r cool 
de tection  assoc ia ted  w ith the p ro tagon is ts  o f 's tra ig h t' c rim e-de tec tion  film s  
o f the  tim e, rep lac ing  these  qualities w ith  an in s is tence  on the  e ccen tric  o r 
unconven tiona l qua lities  o f the p ro tagon is ts  and supporting  cha racte rs . [73]
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He notes the  va ry ing  w e igh t g iven  to  com edy and th rille r e lem ents in d iffe ren t film s and how  
the  fo rm e r can  be used  to  upse t the  ba lance o f se riousness  in a  pa rticu la r na rra tive . Fo r 
exam p le , R u therfo rd 's  M u rd e r  M o s t  F o u l c le a rly  p la ys  fo r laughs, m uch  m ore than  the  
p revious film s  in the 'M is s  M arp le ' se ries, w ith  the resu lt tha t the m urders them se lves ta ke  on 
a  sense  o f un rea lity  and we becom e m ore concerned  fo r the investiga tive  tra il o f the 
p ro tagon is t and her encoun te rs w ith  a  g roup o f su spects  and the  inev itab ly  incom peten t po lice  
fo rce . In the  sam e way, S im 's  enqu iries and escapades in G re e n  fo r  D a n g e r  becom e fa r m ore  
fasc ina ting  to  us (the aud ience) than any o f the  m urders o r the  rem a in ing su spec ts , s im p ly  
because  o f h is  de te c tive 's  unconven tiona l m e thods and engaging ly w itty  pe rsona lity . S u tton  
fo regrounds the  cen tra lity  and s ign ificance  o f com edy as a genre  in B ritish  film s  o f the  1930s 
and a fte rw ards, as it dea ls w ith  issues  o f c la ss , sexua lity  and gender m ore  d ire c tly  than  o the r 
fo rm s o f c inem a  p roduced  a t the  tim e. H is comm ents on 'fem a le  com edy' are o f p a rtic u la r 
in te rest fo r the  ligh t they  th row  upon s ta rs  o f the tim e  like  G ra c ie  F ie lds, Je ss ie  M atthew s and 
C ice ly  C ourtne idge  and th e ir poss ib le  im pact as ro le m ode ls  on a new  film  a c tre ss  like  
M argare t Ru therfo rd . G rac ie  F ie lds, fo r instance, sheds 'conven tiona l c inem atic  no tions o f 
'fem in in ity ', in looks, d ress , m anner, and na rra tive  pos ition ing ', and w h ile  R u therfo rd  m igh t 
have  envied  he r g lam our, S u tton  conside rs  tha t Je ss ie  M atthew s is  'g enera lly  fo rced  in to  
m asquerade and im postu re  in o rde r to  su cceed  in rom ance  and show business '. [74 ] A  m ore  
like ly  p recu rso r fo r R u therfo rd  is su re ly  C ice ly  C ourtne idge , w hom  Su tton  describes as  'e ven  
m ore desexua lised  than  G racie , he r 'd iffe rence ' being m a rked  as e ccen tric ity '; bu t w h ile  
G rac ie  F ie lds ' persona com pe ls  an audience  (on and o ff sc reen ) by its  o sc illa tin g  be tw een an 
unusual possession , fo r a  w om an, o ve r the  d irection  o f her film s ' na rra tive s and a  dow n-to - 
ea rth  o rd ina riness , C ourtne idge 's  appearances o ffe r som eth ing  a ltoge the r m ore  com p lex. [75 ] 
A lthough m a rried  to  fe llow  a c to r Ja ck  H u lbert, w ith  whom  she o ften  fea tu red , she w as s ta r ­
b illed but neve r ca st as h is  love  in te rest, a  role in va riab ly  g iven to  an a c tre ss  o f m ore 
conven tional fem in in ity . E ven  though  popular, th irtie s  genre  conven tions did not sa nc tio n  
H u lbert as a  su itab le  sc reen  partne r fo r her. H owever, as Su tton  apprec ia tes: 'm a le  
e ccen tric ity , o f appearance  o r behaviour, did not n e cessa rily  p reven t a  com ed ian from  being 
absorbed  in to  the  s tandard  na rra tive  o f he te rosexua l rom ance , in w h ich  the  he ro 's  rew ard  is
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inev itab ly  young  and p re tty '. [76 ] And ye t A la s ta ir S im ’s tw o  appearances w ith  h is w ife  (in 
W e d d in g  G ro u p  (1936) and T h is  M a n  in  P a r is  (1939)) p resent sm a ll-sca le  opportun ities fo r 
flirta tious ban te r between them , un like  M argare t R u therfo rd 's  m any scenes opposite  her 
husband (S trin ge r D avis) w here  th e y  are ra re ly  in vo lved  rom antica lly  and are ra the r po rtrayed  
as good frie nds . S utton  con tinues: 'C ourtneidge, though  the 'rea l' w ife cou ld  on ly, when acting  
w ith  he r husband , appear as a desexua lised  'aun t' figure; thus, her e ccen tric itie s  could be both 
em phas ized  fo r com ic  e ffect, and com fo rtab ly  con ta ined  o r d isavow ed  as she rem oved  
he rse lf from  the  rom antic  a rena '. [77] Su tton  re fe rences the  film s  A u n t  S a lly  (1933, d irec ted  by 
T im  W he lan) w h ich  exp lo res the  notion o f the  m arg ina lised  e ccen tric  w om an, and M e  a n d  
M a r lb o ro u g h  (1935, d irected  by V ic to r S aville ) in w h ich  C ourtneidge fea tu res d isgu ised  as a 
man 'g le e fu lly  and  su ccess fu lly  appropria ting  va rio us  s ign ifie rs  o f m ascu lin ity , such  as m a le  
clo thes, language , weaponry and equa lities o f phys ica l p row ess and  leadersh ip ', w h ich  
im m ed ia te ly  b rin gs  to  m ind R u the rfo rd 's  b iza rre  appearance  as a ra ilw ay  tra ck la ye r in M u rd e r  
S h e  S a id , to  sa y  nothing o f S im 's  on ly  pe rfo rm ance  in drag as headm is tress  M illicen t F ritton  
in T h e  B e lle s  o f  S t  T r in ia n 's . [78] S u tton  a lso  no tes tha t H u lbe rt's  role in  the  film  becom es, by 
con trast, one  usua lly  taken  by a fem a le  cha ra c te r in tha t he becom es the  ob je c t o f 
C ourtne idge 's  des ire  and m o tiva to r o f he r ac tions . L ike  R u therfo rd  in he r m atu rity , 
C ourtne idge  ea s ily  adopts m ore  conven tiona lly  m ale a ttribu tes and her s in gu la rity  and 
e ccen tric ity  a re  used  to  flout m ale au tho rity  and a llow  her to  em erge a s  the  dom inan t sc reen  
partne r in the  re la tionsh ip  w ith  her husband. [79]
D avid  S u tton  a lso  d raw s a tten tion  to  the  fa c t th a t B ritish  pos t-w a r com ed ies  began to  s ta r 
com ic a c to rs  like  A la s ta ir S im  and A le c  G u inness  ra the r than com ed ians like  G eorge  F o rm by 
and Ja ck  H u lbe rt, a lthough he concedes tha t film s  o f the 1950s like  T h e  B e lle s  o f  S t. T r in ia n 's  
owe m uch  to  th e  trad itions o f m us ic  hall and revue  from  w h ich  so  m any com ed ies o f the 
1930s d raw  th e ir insp ira tion . He be lieves tha t S im ’s M iss  F ritton  as a com ic  crea tion  'm a y  be 
m ore na rra tive ly  'con ta ined ' than those  [ro les ] o f the  1930s, but [it] s till th rive [s ] on a fo rm  o f 
e xcess, s till fu n c tio n s ] as [a] po in t...o f a ttra ction '. [80] The d ire c to r Te rence  D avies cons ide rs  
tha t the  firs t p o s t-w a r decade is pa rticu la rly  su cce ss fu l fo r B ritish  com edy  because  o f the 
ca lib re  o f a c to rs  inc luding  A lec  G uinness, R utherford , S im  and a host o f o the rs w ho a re  as
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e ffective  in the  sm a lle r ro les. [81 ] Bu t were the  m ale and fem a le  o f the cha racte r acting  
species a lw ays a ffo rded the sam e opportun ities by the in dus try  a t the tim e?  B ryan  Forbes 
has drawn a tten tion  to  the  d ilem m a  o f the  young  and beau tifu l P eggy A shc ro ft who would 
challenge people to  fo rge t he r looks and concen tra te  instead  on her acting. Fo rbes notes the 
resen tm en t o f ce rta in  c ritic s  tha t som e acto rs  m igh t be both beautifu l and ta len ted. [82] To  her 
d isappo in tm en t, th is  w as neve r a  prob lem  fo r M argare t R u therfo rd , who, from  her ea rlie s t 
pe rfo rm ances w as  m arked  ou t to  be 'a  cha racte r a c tre ss , a  te rm  applied to  w om en not 
considered  a ttra c tive  enough to  be the  love in te rest in film s ', in o the r w ords, the  non-sexua l 
w om an. [83] A lthough  it is in te resting  to  see how  th is  appa ren tly  fixed  screen  iden tity  is to yed  
w ith  in the 'M is s  M a rp le ' film s  - in the  firs t tw o  o f the  se ries the  cha ra c te r has to  dec line  a  
couple o f m arriage  p roposa ls .
Sue A sp ina ll has exp lo red  the  represen ta tion  o f w om en in B ritish  film s o f the  period, and 
although she tends to  concen tra te  on younger and m ore  g lam orous s ta rs  like  M arga re t 
Lockwood , P hyllis  C a lve rt, D eborah  K err, Joan C o llins  and D iana  D ors, ra the r than o ld e r 
cha rac te r p laye rs like  R utherford , he r observa tions a re su re ly  o f re levance  to  all fem a le  s ta rs  
who w orked  in the  in dus try  a t the  tim e . She no tes the  changes in 'ideolog ica l s ign ificance ' 
from  the 1930s fo r w om en w ith  'in creased  and con tinu ing pa rtic ipa tion  in pa id em p loym en t' 
and 'increased  oppo rtun ities fo r sexua l a c tiv ity  and sexua l know ledge '. [84 ] H owever, the  
film s ' na rra tives pe rpe tuate  an ideo logy o f tw o  irreconcilab le  types , tha t o f housew ife  and 
m other or fem a le  w o rke r. P erhaps, as Ru therfo rd  w as  not pa rticu la rly  identified  w ith  e ithe r it 
saved  her (to  a  ce rta in  exten t) from  ste reo typ ica l represen tation?  B u t A sp ina ll be lieves th a t 
the  com bina tion  o f a  genera lly  conse rva tive  na rra tive  conven tion  se rved  to  re in fo rce  cap ita lis t 
pa tria rchy, and tha t desp ite  som e le ftish  sym pa th ise rs , m ost B ritish  film m ake rs  were  m a le  
and hard ly  p re -fem in is t crusade rs . In the  sam e w ay, the  w ar had opened up new  po ss ib ilitie s  
fo r w om en in the  w orld  o f w ork, ju s t as the  new  w e lfa re  s ta te  had at home, bu t any 
question ing o f th e ir trad itiona l ro les and th e ir p lace  in so c ie ty  w en t unchallenged  fo r a 
generation. If, as A sp ina ll a rgues, B ritish  s ta rs  'n e ve r m atched  up to  Ho llywood standa rds o f 
sex appeal and g lam ou r' then perhaps o lder, m ore  e ccen tric  pe rfo rm e rs  like  R u therfo rd  
represented  som eth ing  m ore au then tica lly  B ritish  and held the ba lance  o f expe rience
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ove r th e ir younge r con tem pora rie s w ho had to  ape the Am erican  s ta r sys tem  and p lay ou t a 
ce rta in  'se xua l ob jec tifica tio n ' in th e ir p rom otion  to  advance  th e ir ca reers. [85]
A s  the  m any descrip tio ns o f M arga re t R u therfo rd  ind icate, her 'im age ' is  fa r from  clea r. It 
can be com p lex  and occas iona lly  pa radoxica l and con trad ic to ry , and qu ite  un like  the  young  
ingenues w ith  whom  she often  sha res the screen . Typ ica l is  M a lco lm  B oyd 's  apprec ia tive  
po rtra it in V a r ie ty  (1965). Fo r him , R u the rfo rd 's  va rious  im ages are 'qu ite  com p lica ted , la rge ly  
because  th ey are m ade to  appear s im p le '. [86] H er beauty is  revea led th rough  her hum an 
decency  and  ea rth y hum our, a lthough he is  m ost s tru ck  by:
th a t indom itab le  face  o f B ritish  g ran ite  w h ich under the  s tre ss  o f c ris is , 
fle xe s  itse lf in to  deep though t and then  grim  determ ina tion . H e r m ora l 
dec is io ns  are c le a r as fre sh ly  fa llen rain water: th is  is  good and tha t is  ev il.
O f cou rse  one a lw ays  knows w h ich  s ide  M iss Rutherford  is figh ting  on. [87]
And  ye t he conc ludes tha t all he rea lly  know s about the a c tre ss  is  'a  com b ina tion  o f her 
im ages ’, an adm iss ion  o f the  ev iden t con fus ion  fo r the v iew e r about w ha t is  real and  w ha t is 
ac ted . [88] L ikew ise , Am erican  c ritic  J e rry  V e rm ilye  th in ks her appeal is  'u n ive rsa l and know s 
no age barrie r. She is  fo rce fu l, ye t p liab le  - fie rce , ye t human'. [89] G eorge  Howe, w ho  p layed 
opposite  R u therfo rd  in the o rig ina l s tage p roduction  o f T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife , 
rem em bers:
She d id not know  how  funny she w as being. She never s tro ve  to  be funny 
and w as a lw ays s ince re  in he r approach  to  a  com ic  part...an  unconsc ious 
com ic ...[w ho ] could not he lp being am using . She had nervous tric k s ...a n d  
these  m anne rism s were encouraged  by  film  d irecto rs, m uch to  the  de light 
o f he r public . [90]
H er firs t b iographer, E ric  Keown, ta lk s  o f her 'un ique position in the pub lic  heart' and the ir 
pe rcep tion  o f he r as 'the unive rsa l aun t' who p ro jected  an 'e ccen tric  a b su rd ity  and the  w arm
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sym pa th y tha t lies on ly  ju s t be low  its  su rfa ce '. [91] He re cords  that:
from  the  s ta rt the  techn ique  o f film  acting  fasc ina ted  her. M iss ing  the  
w a rm th  o f an aud ience , she found it lone ly  w o rk  on the  set, but the  need to  
be p rec ise , to  rem em ber tha t m inute changes o f exp ress ion  would be 
v is ib le  to  eve ryone  and no t m ere ly  to  the fron t row s o f the s ta lls , appealed 
to  her. And w ith  he r long p ractice  in e locu tion  she  w as able to  en rich  the  
taut, chopped language o f the  cinem a, tha t too  o ften  is  je rked , as if it w ere  
tired  chew ing  gum , from  the  s ide  o f the m outh. [92]
L ike  Keown and Boyd, o the rs  are in trigued by her face, body and sty le . B efore em ba rk ing  on 
a 1954 to u r to  N orw ay to  read poetry , a D a ily  M a il p ic tu re  is  captioned: 'O n ly  one w om an can 
kno t a sca rf so  jaun tily , bu tton  a ca rd igan  so  ca re le ss ly , c la sp  a handbag so in e ffe c tive ly ', 
while  T h e  N e w  Y o rk e r1 s c ritic , B rendan G ill, is delighted by:
tha t g rea t face w ith  its  beguiling  assortm en t o f c rags  and va lle ys, and tha t 
p lum p, ram shack le  and ye t qu ick m oving body [w h ich ] dom ina te  any 
se tting; m o reove r by the  au tho rity  o f her s ty le  she b reathes life  in to  ro les 
tha t w ithou t her w ou ld  be tray them se lves as lite ra lly  paper th in . [93]
Her fe llow  a c to rs  a re  s im ila rly  com p lim en ta ry and ins igh tfu l. Dam e F lo ra  Robson, w ho  s ta rs  
w ith  R utherfo rd  in M u rd e r  a t  th e  G a llo p , reca lls  her as 's in ce re  and se rious ', and how  she  
learned from  R utherfo rd  to  p lay com edy se rious ly . [94] F rankie  Howerd, her co -s ta r in T h e  
R u n a w a y  B u s  (1954), fin ds he r to  have  'abso lu te ly  no sense  o f hum our', but w as ra th e r 'a  
se rious a c tre ss  in te rp re ting  and portray ing  e ccen tric itie s o f characte r. Fo r if she had no sense  
o f humour, she d id have a  g rea t sense  o f audience - she knew  how  to  p ro jec t a  ro le '. [95] 
Ke ith  B axter, w ho m et he r wh ile  w ork ing  on O rson  W e lle s ' C h im e s  a t  M id n ig h t, re co rd s  a 
m emorable  M rs  M alaprop in S he ridan 's  T h e  R iv a ls :
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She couici bring the  house down, but never fo r one second d id she iose  her 
own inna te  fem in in ity . I thought how  heartb reaking  it w as tha t th is  gentle  
w om an, b lessed  w ith  such  an inner co re  o f goodness, should have been 
sadd led  w ith  a phys ica l appearance  tha t induced  such  laughter. She knew  
she looked  funny, and she knew  that, as an ac to r, she cou ld  use  it...she  
neve r saw  he rse lf as a gorgon [o r]...a  g ro tesque . In her sou l she  w as a  
g irlish , loving , rom antic  w om an and it w as those  qualities tha t lent such  
un ique pa thos to  her work. [96]
If it som etim es seem s as  if she is  repeating he rse lf in her choice  o f ro les, th is  is  pe rhaps a 
m istaken  im p re ss ion . C erta in ly , her acto r-husband  S tringe r D avis  th in ks  so  when he dec la re s 
that 'M a rg a re t.J ik e s  nove lty . She likes  p lay ing  a pa rt tha t is  d iffe ren t. She crea tes  a  pa rt, like
the headm is tre ss , the  shop lifte r, then goes on to  som eth ing e lse. S he  finds the  o ld s tu ff
in tense ly  bo ring . Tha t is  w hy she rem a ins on top '. [97] In the sam e in te rv iew  R u the rfo rd  
con firm s th a t she  p re fe rs to  look ahead, to  th in k and ta lk  about fu tu re  p ro jects . To  G w en 
R obyns she ou tlines he r approach  to  acting:
I firs t read a  pa rt and usua lly  know  on s igh t if I w ant to  p lay it. Then I ju s t 
th in k  abou t the  character. I consc io u s ly  w o rk  ou t w ha t I am  going  to  do w ith  
a ro le. I ju s t p lay it as I th ink and have no 'p ick ing -up ' tric ks . Peop le  sa y tha t 
I am  a  natu ra l a ctre ss . I m ere ly  p lay a  pa rt as tru th fu lly  as I can.
I have  been to ld  tha t I can m anipu la te  each  part o f m y face  w ith  p rec is ion  
w h ile  the  res t rem a ins hom e ly and norm al. Th is  is  true, because  like  any 
tra ined  and experienced  ac tre ss  I do have  eve ry  tw itch  and  ripp le  o f m y 
body under con tro l. I have a lw ays known how  to  m ake it obey m y  m ental 
im age o f a  part. [98]
Brendan G ill th in ks  he r pa rticu la rly  e ffe ctive  in com edy not only fo r he r d ro ll a udac ity  bu t fo r 
her ab ility  to  convey  a  sense  o f appearing to  e x is t both inside  and ou ts ide  he r ch a ra c te r a t the
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sam e tim e, a long w ith  a capac ity  fo r exuding sheer p leasure  in pe rform ing . [99] B ut fo r 
R u therfo rd  herse lf, acting  is a  m uch  m ore s im p le  p rocess , as vita l to  he r life  and su rv iva l as 
breathing. For her, com edy as a  genre is 'som eth ing  tha t is  a live  to  the  fu lle s t ex ten t o f m y 
pe rsona lity ' as long as it is  'w e ll w ritten  and in good ta ste '. [100] She neve r p lanned to  becom e 
a  com edy cha ra c te r pe rfo rm er. Rather: 'I have a lw ays  fe lt like  a b ird. I have  a lw ays w an ted  to 
be free  to  take  w ing ...to  escape  from  convention '. [101] A lthough  when  she says : 'I a lw ays  try  
to  underact, to  m ake  m y eyes  exp re ss ive  o r tw itch  m y nose o r trem b le  m y ch in  - 
m anne rism s tha t have  na tu ra lly  deve loped ove r the  yea rs ', it is su re ly  a lso  true  tha t those  
pe rfo rm ances w h ich  'take  w ing ' rem a in  he r m ost m em orab le  in the  c inem a. [102]
A la s ta ir S im  is  a lso  a t h is best when h is  acting  range is unconstra ined , and seem s 
delighted to  escape  convention  a t eve ry  poss ib le  opportun ity . Bu t when he sta rted  to  becom e 
type ca s t as a  'h eavy ' in the  1930s he could not help lighten ing the  s in is te r qua lities o f these  
ro les w ith  liberal doses o f humour. Th is  led him  in to  com edy, but, like  R u therfo rd , he neve r 
fu lly  abandoned hopes to  p lay m ore  d ram atic  roles.
In comm on w ith  h is  fem a le  counte rpart, descrip tions o f S im  inva riab ly  liken  h im  to  
assorted  an im a ls. Te rence  P e ttig rew ’s is  cha rac te ris tic , but revea ling :
S im 's  eyebrow s w ere ex trao rd ina ry. They en joyed  un restric ted  tra ve l up 
and down th a t p leasan tly  rum p led face like  hedgehogs scam pe ring  ove r an 
unmade bed. W hen th e y  sho t up in am azem en t it seem ed they  would go 
into orbit, and when they  p lumm etted  down in rep roach fu l scow l they m ade 
his eye lids redundan t...eve ry m annerism  in h is  huge box o f tr ic k s  w as 
sharpened  to  a fine  edge. He looked a t tim es like  a  tu rke y  s ta rtle d  by b right 
sun ligh t - w ith  m uch  tw itch ing  and croaking  and ro lling  o f th ose  big button 
eyes. Bu t he cou ld  a lso  chortle  like  a  schoo lboy  peering th rough  a c ra ck  in 
the g ym -m is tre ss 's  changing  room  - swoop ing to  a  low , rap tu rous chuck le  
tha t fizzed  and sp lashed  like  vin tage cham pagne . [103]
Ian M cKellen, who acted  w ith  S im  on the stage, th in ks  o f him  as 'a  ta ll m an, sham b ling, [w ith
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a] s trange  face  - no t beau tifu l. And eve ryth ing  looked  ra the r com ica i about him  - la rge 
fish eye s...h e  w as  funny. And a t odds w ith  the w orld '. [104] If M cKe llen  cannot im ag ine S im  a s  
K ing Lear he be lie ves tha t he m igh t have  been cas t m ore  appropria te ly  as The Fool. In fa c t 
when the  se lf-depreca ting  S im  w as appointed as R ecto r o f Edinburgh  U n ive rs ity  in 1948 he 
re fe rred  to  h im se lf as 'a  qua lified  foo l', a  designation  con firm ed  by h is w ife  N aom i, who has 
sa id  tha t 'he cou ld  no t take  h im se lf se rious ly  a t any tim e ', and ye t 'he to ok  h is w o rk  se rio us ly ', 
a lthough she reca lls  him  te lling  her: 'A cting  [is ] not a  m an 's  jo b ...the  on ly  e xcuse  I have  fo r 
being an a c to r is  tha t I tried  abso lu te ly  eve ryth ing  e lse  firs t and fa iled  a t them  a ll'. [105 ] If S im , 
acco rd ing  to  M cKe llen , w as a t odds w ith the  world, then it a lso  ba ffled him  and made h im  
susp ic io us o f those  in au tho rity , w h ich  is the reason w hy so  m any o f the  e stab lishm en t fig u re s 
he po rtrays are shown to  be foo ls .
A no ther co lleague  from  the  theatre , P a tric ia  Routledge, has spoken  o f S im 's  'G od -g iven  
face  w h ich  w as in te res ting  enough if it d idn 't m ove. Then  when it s ta rted  to  m ove  it w as 
in trigu ing . Then when  it s ta rted  to  m ove w ith  the  m ind  behind it, it w as som eth ing  e lse  
a ltoge the r'. [106] N aom i S im  con firm s tha t 'if h is  m ind had conce ived  a  though t tha t he w an ted 
h is  body to  illu stra te , h is  body could do it abso lu te ly  instan taneous ly . There  w as no  question  o f 
rehearsa l o r try in g  som eth ing  out. O nce the thought w as  the re  he cou ld  do it'. [107 ] K e rry  
G ardner, w ho w o rked  w ith  S im  on the  stage, conside rs  tha t h is spec ia l qua litie s w e re  
revea led  in an 'aw a reness o f peop le 's  fra iltie s and he w ou ld  po in t them  ou t w ith  gentle  and 
ra the r a ffe ctiona te  com m en t in h is  pe rfo rm ances w h ich  m ade  people laugh, b a s ica lly  a t 
th em se lves . Bu t he w as neve r crue l. He had a  lo veab ility  abou t h is  cha ra cte risa tio ns '. [108]
A s a s tuden t o f the a c to r's  pe rfo rm ances, S tephen F ry  envies S im 's  contro l, h is  'u tte rly  
re laxed ' m anner, and the  w ay  he looks d ire c tly  a t h is fe llow  a cto rs , w h ile  N igel H aw thorne  
adm ires h is  im p ro v isa to ry  sk ills , h is gen tleness and the  understa ted  d e lic a cy  o f h is  techn ique . 
[109] F ry m akes specia l m en tion  o f S im 's  vo ice , w ith  eve ry th ing  'e xqu is ite ly  ph rased ', and the  
im p re ss io n is t A lis ta ir M cG ow an ta lks  o f its  ris ing  in fle ction  w h ich  w as used  to  illu s tra te  an 
in se cu rity  in som e o f the  cha rac te rs  he p layed, p a rticu la rly  those  m ore iso la ted  and 
m arg ina lised  in soc ie ty . [110] P a tric ia  Routiedge a lso  no tes both the a c to r's  s tilln e ss  and h is 
sense  o f danger, an a ttribu te  con firm ed  by S tephen F ry w ho neve r know s w hat S im  w ill do
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next, a sserting  tha t often h is  cho ices a re  not like ly  to  be found in the sc rip t. [111] If the resu lts  
som etim es  su rp rised  aud iences (and fe llow  ac to rs ) they  a lso  seem ed com p le te ly  natura l in 
the  con tex t o f the  p roduction .
S im 's m ost im portan t audience  w as his w ife  Naom i who would c ritique  aspects  o f h is 
pe rfo rm ances and knew  him  well enough to  rea lise  w hat he w as try in g  to  convey. H er firs t 
im press ion  o f h im  in 1926 w as o f a  'ta ll and gangly [m an ] w ith  c ris p , b la ck  hair a lready 
receding, a  liv e ly  face  w ith  huge eyes, and a  ve ry  beautifu l sm ile ' - she  be lieved  him  to  be 
'abou t fo rty ' (he w as  in fa c t ba re ly  tw en ty -s ix ). [112] She is  critica l o f h is  ea rly  ro les in the 
thea tre  and the  c inem a  fo r th e ir la ck  o f realism . C on fron ted  by the b ru ta l rea lities o f the  war, 
and the e ffe c t o f ac ting  in and d ire cting  p lays by h is friend  Jam es B rid ie , S im 's  acting s ty le  
changes and the  cha ra c te rs he p la ys  are trans fo rm ed  from  ca rica tu re s  in to  real hum an 
beings. In he r b iog raphy o f S im , h is  w ife  reco rds  how  c lo se ly  they  w o rked  toge the r on s tage 
p lays  but a dm its  she  had le ss to  do  w ith  h is w o rk  in the c inem a. She rem em bers  that:
O nce  A las ta ir had decided to  do a film  he stud ied the  sc rip t and  thought 
abou t the  w ay he wanted  to  p lay the  cha rac te r fo r a  long tim e , o f course , 
and we d iscussed  it often, bu t the re  w ere  no hours and hou rs  o f learning 
lin es...[he ] could  neve r se ttle  to  the  se rious  learn ing  o f lines un til he saw  
e xa c tly  how  the  d ire c to r w as going to  se t up the scene  and w ha t h is own 
m oves w ere  going to  be. S ince  he w as, o f course , en tire ly  fam ilia r w ith  his 
cha ra c te r's  s itua tion  in each  scene  it w asn 't d ifficu lt fo r h im  to  leam  the 
e xac t lin es ve ry  qu ick ly  once  he knew  how  the scene  would be sho t. [113]
If S im  w o rked  ha rm on iously  w ith  h is  w ife  and his fe llow  a cto rs , he rem a ined  an en igm a fo r 
m ost con tem po ra ry comm enta to rs. P ic tu r e g o e fs  C harles H am b iett is  c le a rly  fasc ina ted  by 
the  a cto r in h is po rtra it w ritten  fo r the  m agazine  in the  w ake  o f the s u cce ss  o f T h e  H a p p ie s t  
D a y s  o f  Y o u r  L ife . O n the  one hand he acknow ledges S im 's  popu la rity  w ith  aud iences and the 
respec t he has earned  in B rita in  and Am erica ; on the  o the r he finds it hard to  define his 
pa rticu la r fla ir, pu tting  it down to  in te lligen t hum our. And desp ite  a  d e sc rip tio n  o f him  as  the
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'm os t ou ts tand ing cha ra c te r a c to r in p ic tu re s ’, he is a lso  con ten t to  re legate him  to  the  s ta tu s  
o f being 'no t ye t a  fu lly -fledged  sta r; m ere ly  a cu t above  the  average  run o f supporting  
p la ye rs '. [114 ] H am b le tt is  w e ll aw are  o f S im 's  re lu ctance  to  d iscu ss  h is cra ft, som eth ing  
w h ich  ev iden tly  bem uses  the  s tud io 's  pub lic ity  m achine  o f the tim e. S im 's  s tud io  b iog raphy 
ta lk s  o f a  'com pa ra tive ly  sudden rise to  screen  s ta rdom ', w h ich  a lso  recogn ises h is 
un iqueness, but w h ich  seem s equa lly  frustra ted by the  d ifficu lty  o f d isc lo s in g  m uch  
in fo rm ation  abou t the m an h im se lf. [115 ] Th is is p a rticu la rly  ev iden t in  the  encoun te r w ith  R. 
Q u ilte r V incen t on the  se t o f A n  In s p e c to r  C a lls  (1954), a lthough S im 's  susp ic ion  o f the 
in te rv iew e r and h is  re ticence  a t answ ering  h is ques tio ns  p resen ts a m ore com p lex  and 
in te res ting  figu re  w ho w as no t a lw ays  con tent to  p lay the  industry  gam e. [116] There  is  an 
ev iden t con trad ic tion  between  h is  unw illingness to  theo rise  abou t h is  c ra ft and som eone w ho 
w as on ly  too  eager to  pass  on the  benefit o f h is know ledge  and experience  to  a  younger 
generation  o f ac to rs . If he d id not p rom ote h im se lf he qu ite  de fin ite ly  p ractised  h is  own  
m ethods (as Naom i S im  revea ls  in her b iography) and exe rted  an a lm os t au teu ris t con tro l 
o ve r h is own  film  appearances, from  an in itia l d iscrim ina tion  to  an a c tive  engagem ent w ith  a 
s c rip t w ith  w h ich  he would be free  and whose  lines he w ou ld o ften  im p rov ise , to  sa y noth ing  o f 
d ire c to rs  to  whom  he w ou ld  m ake  suggestions. W hen Q u ilte r V incen t a sks  him  if he is  g lad to  
p la y a  se rious  ro le fo r a  change, S im  replies tha t all the  pa rts  he p la ys  are se rious  to  h im . 
A sked  if he s till en jo ys  ac ting , he returns, am b iguously : 'I don 't feel tha t I'm  ac ting  now  so 
m uch  as b e h a v in g  in a  ce rta in  w ay '. [117] Th is  an tic ipa te s a  rem ark by John  E llis , when he is 
d iscu ss in g  the  op tions o f a  s ta r pe rfo rm e r as a  cho ice  be tw een ove r and under-pe rfo rm ance . 
E llis  conside rs  tha t the la tte r p roduces  'the e ffec t o f behaving  ra the r than  pe rfo rm ing ', a lthough  
as  'anyth ing  tha t the  s ta r does becom es s ign ifican t' then  he/she  'is  pe rm itted  to  underact, 
com pared  to  the  supporting  cast...[p roducing ] the e ffe c t tha t the  s ta r behaves ra the r than  
a c ts '. [118]
S im 's  com m en ts  to  Q u ilte r V incen t on the ro les he w ou ld  choose  echo  those  o f R u therfo rd , 
w hen he te lls  him :
I w on 't ta ke  on a pa rt un less  it has som e fa ce t o f m y  own cha ra c te r in it. It’s
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e ith e r a  m an I wouid like  to  have  been, or, bu t fo r the g race  o f God, m ight 
have been. But an a c to r shou ldn ’t know  w ha t so rt o f pe rson  he is rea lly; he 
is  a ll people and nobody, he is  w ha t the pa rt he is p laying dem ands him  to 
be, pe rhaps he is s im p ly  w ha t the  public  w an ts him  to  be. [119]
Be fo re  going  on to  d iscu ss  a  se le c tio n  o f S im  and R u therfo rd 's  pe rfo rm ances , the re  is  
another a spe c t o f the ir w ork, to  w h ich  I have  a lready a lluded, w h ich  canno t be ignored: the  
in fluence  and im pac t o f th e ir re spec tive  spouses, Naom i S im  and S tringe r D avis, w hose 
im portance  both pe rsona lly  and p ro fe ss iona lly  is  inca lcu lab le . Both knew  the ir pa rtne rs a  long 
tim e  - S trin ge r D avis  fo r m ore than 40  yea rs , N aom i S im  fo r o ve r 50 - and as p ro fess iona l 
ac to rs  th em se lve s  they were  able to  use  th e ir know ledge  o f the in dustry  and love  o f th e ir c ra ft 
to  bear upon the  w o rk  o f the ir m ore fam ous spouses. In both cases the  resulting  a ssocia tio n  
crea ted  an extra o rd ina ry  sym b ios is .
The e ffe c t o f A la s ta ir S im  upon the  young  Naom i P la sk itt w as e le c tric . They m et in an 
am ateur p roduction  o f W .B. Y ea ts ' T h e  L a n d  o f  H e a r t 's  D e s ire  w hen she w as a shy 12 -year- 
o ld la ck ing  in confidence , and  he w as 26. W ith  h is  encouragem ent she won a scho la rsh ip  to  
RADA  a t 16 and th e y  m arried  when she w as 18 in 1932. O n ly  fou r yea rs  la te r she appeared  in 
the  firs t o f tw o  film s  w ith  her husband, W e d d in g  G ro u p . [120] H er role as  Je ss ie  the  m a id  w as 
s la ted  to  la s t th re e  days, but extended  to  13, to  he r obv ious de light - 'I had the  tim e  o f m y life ', 
she w ro te  la ter. [121] U n like  he r re laxed com ic  tu rn  in T h is  M a n  in  P a r is ,  Je ss ie  has a g rea te r 
s ig n ificance  as a  cha rac te r opposite  S im 's  s tem  m in is te r, A ngus G raham . In the  dom es tic  
scenes  a t the  m anse  S im  is  su rrounded  by w om en (Jess ie  and tw o  daugh te rs) and ch ild ren  
(tw o young  sons) but he has no w ife , w ho we the re fo re  p resum e to  be dead. In he r absence  
Je ss ie  func tions  as a  su rrogate  partne r, he lpm ate and m other figure fo r the younger ch ild ren  
as well as con tribu ting  to  the  running o f the  household . She a lso  m anages to  reunite  the  lo ve rs  
in the  s to ry , appea rs in the wedding g roup  po rtra it o f the film 's  title , and speaks  the  la s t w o rds 
o f the sc reenp lay . A s  they pose  fo r the pho tograph in the  final scene , S im  tu rns to  her: 'It's  a 
g rand m a tch , Je ss ie ', to  w h ich she responds: 'A ye , I m ade it m y s e l'', an exchange  w h ich  not 
on ly  h in ts  a t the  poss ib ility  o f fu tu re  rom ance  be tween  the  tw o  cha ra c te rs  but encapsu la tes
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the  w arm th  o f th e ir rea i-iife  union.
Her unbilled cam eo in T h is  M a n  in  P a r is  is even  m ore  p layfu l. C olette M ack in to sh  (Naom i 
S im ) is  the  land lady o f new spaper ed ito r Lochlan M cG rego r (S im ), and in a  b rie f b re ak fa s t 
scene  the a c tre ss  d isp la ys  a cau s tic  w it a t the  expense  o f he r husband 's  cha racte r. 
D iscove ring  a  s to ry  in a  riva l new spaper, she taun ts h im : 'A ye , it's  been going  on a  lo t longer 
than  you rs  and it a lw ays  seem s to  get the news firs t!' A nd  when  he seem s m ore concerned  
tha t h is  reporte r, D rake  (B a rry  B am es), has fa iled to  run the  s to ry  fo r th e ir new spaper ra the r 
than the  fa c t tha t a  m an has been m urdered, she ch ides him  and punches his a rm ! A s  he 
races to  the  phone, push ing  he r ou t o f h is way, and tapping  it im pa tien tly  fo r a num be r from  
the exchange, she po in ts a t h im  w ith  a teaspoon  and obse rves, w ith  heavy  irony: 'W ou ld ye  
no be be tte r to  d ia l? !' E spec ia lly  in p ro file  she is  ha rd ly  the  a rche typa l c in em a tic  beau ty  w ith  
he r p rom inen t nose, m ass ive  ch in  and too thy sm ile , bu t radia tes enough v iv a c ity  and 
cha racte r to  ind ica te  tha t she  m igh t have  developed in to  a  fine  supporting  p laye r. [122]
S tringer D av is  functions  in a  m ore  subtle  w ay than  h is  appearances m igh t suggest. U n like  
Naom i S im 's  occasiona l and ra the r a rb itra ry  pe rfo rm ances, h is are regu la r and  la rge ly  
con tractua l. He had known M argare t R utherford s in ce  they firs t m et in rep. a t O x fo rd  w here  
he w as acting  and producing . O ve r the next decade and a  ha lf she en joyed  g reat su cce ss  in 
the  thea tre and then  the  c inem a, leav ing  him  fa r behind. Feeling gu ilty  abou t th is  she  o ften  had 
it bu ilt in to  he r con tra c t tha t he w as to  be a llowed a  sm a ll ro le in any p roduction  in w h ich  she  
m ight appear. B ut th is  s tipu la tion  w as not se t in s tone  and the re  are m any s ig n ifican t film s  
from  her m a tu rity  in w h ich  he does not feature, inc lud ing  P a s s p o r t  to  P im lic o ,  T h e  Im p o r ta n c e  
o f  B e in g  E a r n e s t  (1952), C h im e s  a t  M id n ig h t and A  C o u n te s s  F ro m  H o n g  K o n g .
The film s in w h ich  he does appear m ay use fu lly  be d iv ided  into  those  in w h ich he p la ys  
scenes  w ith  h is  w ife  and o the rs where  he is ca s t as a  separa te ind ividual. In the  la tte r 
ca tegory, how eve r sm a ll h is  role, he is  usua lly  dep ic ted as  a fa c ilita to r o f the  action and o ften  
w o rks  as a  benign in fluence on the  p rogess o f the  na rra tive : in T h e  H a p p ie s t  D a y s  o f  Y o u r  
L ife , he is  R everend  R ich, the  m ost k ind ly am ong a trio  o f schoo l gove rno rs  inspecting  w ha t 
they do not ye t know  is  now  a  co -educational estab lishm en t; in C u r ta in  U p  (1952) he aga in  
dons a dog co lla r as a  v ica r who a ttends to  H a rry  (R obert M orley ), p roduce r o f C a the rin e 's
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(M argare t R u therfo rd ) piay, and unconscious a fte r a fa ii; in C a s t le  in  th e  A i r  (1952) as  a hall 
po rte r he ensu re s  tha t a  m essage  fo r M iss N icho lson  (M . R .) is received , and is  concerned  
fo r her w e lfare; a s  a  publish ing d ire c to r in M is s  R o b in  H o o d  (1952) h is s ing le  line p ra ises  a 
w rite r (R ichard  Heam e) who befriends the  title  cha ra c te r (M . R .); he p lays a ha rrassed  shop  
ass is ta n t a t a  depa rtm en t s to re  sa le in T ro u b le  in  S to r e  (1953), b lind to  the p ilfe ring  o f M iss  
B acon  (M . R .); T h e  R u n a w a y  B u s  (1954) finds him  as a transpo rt o ffic ia l in o ffens ive ly  m oving  
little  flags a round  on a  map while  C yn th ia  B eeston  (M . R .) w ie lds her um bre lla  aboard  a 
fogbound bus; in  M a d  A b o u t  M e n  (1954) he p lays ano ther v ica r, concerned  tha t som eone  - 
p robably  M iranda  (G lyn is  Johns) - has le ft som e rare S pan ish  b loom s in h is  co lle ction  box; 
J u s t  M y  L u c k  (1957) casts  him  as a G oodwood  o ffic ia l w ho he lps Norm an (W isdom ) loca te  a  
jo ckey , gain h is  w inn ings and ge t the g irl o f h is  d ream s; and in I 'm  A l l  R ig h t  J a c k  he is  a  
reporte r w ho poses  questions to  K ite (P e te r S e lle rs ) and W indrush  (Ian C arm ichae l). T h e  
S m a lle s t  S h o w  o n  E a r th  (1957) p resen ts a rare exam p le  where, as Emm ett, one o f th ree  
d ire c to rs  o f a  riva l c inem a to  the  B ijou w here  M rs  Fazackerlee  (M argare t R utherfo rd ) w o rks , 
D av is  is ca s t in  d ire c t opposition to  h is w ife . O f these  pe rfo rm ances R utherford  com m en ts : 
'W e have a  c le a r understand ing tha t once  on the se t w e  never in te rfe re  w ith  each  o the r's  
w ork. If [he] has a little  scene  on h is  own then I a lw ays go  to  m y d ress ing -room  and leave  him  
to  ge t on w ith  it'. [123 ]
O f g rea te r in te re s t are the o the r g roup o f film s  w here  D avis  functions  as the  enab le r, 
he lpm ate  and co llabora to r. Here all h is scenes (w ith a few  b rie f excep tions) a re  w ith  
R u therfo rd  - as in real life. The firs t o f these  - and h is in itia l appearance  in one o f he r film s  - is 
M ira n d a  (1948) w here  he p lays a helpful m useum  a ttendan t to  N urse  C a ry  (R u therfo rd ) w ho 
ca lls  him  'young  m an' even though D av is  w as then nea rly  48! The ir scene  lasts  a ll o f 15 
seconds  and R u therfo rd  was reported ly  happy once  it w as in the  can. In In n o c e n ts  in  P a r is  
(1953) D avis  p la ys  another a rtis t (A rbuthnott) to  h is  w ife 's  G w ladys  Ing lott. H is  life tim e 's  w o rk  
is painting cop ie s  o f the M ona Lisa, and G w ladys  p leases  him  by pu rchasing  one o f h is  
ca nvasses  - h is  firs t sale. A u n t  C la ra  (1954) (p layed  by R u therfo rd ) a llow s him  a  coup le  o f 
lines as a d o c to r exp ress ing  concern  fo r her s ta te  o f health. H ow ever h is  best know n ro le  is 
tha t o f M r S trin g e r opposite h is w ife 's  M iss  M arp le in the 1960s se ries  o f film s. The pa rt w as
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invented  by the sc rip tw rite rs  (David  Pursa ii and Ja ck  Seddon) and ow es noth ing at all to  
Aga tha  C h ris tie . M r S tringe r (the loca l lib rarian ) a c ts  as M iss M a rp le 's  con fidant and e rrand- 
boy, but m ore im po rtan tly  s tands in as a  kind  o f replacem ent fo r a husband. They appear 
toge the r in m any dom es tic  scenes  w ithou t the least suggestion o f im proprie ty , and, in con tra st 
to  M iss  M a rp le 's  m arriage  p roposa ls  (from  characte rs p layed  by Jam es  R obertson Ju s tice  
and Robert M o rle y) w h ich  a re doom ed to  fa ilure, he r re la tionsh ip  w ith  M r S tringe r is a  
constan t, based  on m utual respec t and a ffection. H er re liance on h is  he lp and support is 
m atched  by h is  devo tion  and concern , to  the ex ten t tha t he seem s to  be w illing  to  pu t h is 
whole e x is tence  on pe rm anent hold fo r her. The e ffec t o f th is  pa rtne rsh ip  sp ills  o ve r in to  h is 
cam eo in T h e  V .I .P .s  w here  he p lays an o ld-fash ioned, courteous w a ite r and hall po rte r to  
R u the rfo rd 's  D uchess  o f B righ ton. He even  dem onstra tes 'the Tw is t', im m ed ia te ly  evoking  the 
Hunt Ball sequence  in M u rd e r  a t  th e  G a llo p . W ha t is  m os t in te res ting  in the  M iss  M arple film s, 
and in T h e  V .I.P .s ,  is  the  exten t to  w h ich  Ru therfo rd  and D av is  appear to  exchange  trad itiona l 
gender roles, w he reby  she appears strong, unstoppable and fe a rle ss  w h ile  he is cautious, 
so ftly  spoken  and sh y ly  charm ing . H is acting  is  not a lw ays adm ired , but he uses  h is gentle  
p resence  to  se t the  b rilliance  o f h is  w ife 's  pe rfo rm ances in to  e ve r sha rpe r re lie f. Those  who 
c ritic is e  him  perhaps  fa il to  recogn ise  tha t h is  understa ted  pe rsona lity  e ffe c tiv e ly  p rov ides  a 
necessa ry  con tra s t and support fo r h is  w ife  both as an on -screen  a c to r and an o ff-sc reen  
husband. [124]
The parts  p layed by Naom i S im  and S tringer D avis  a lte rna te  between  am using  cam eos 
and m ore com p le x  ro les w h ich  forge  deeper connections to  the  pa rts  p layed  by th e ir spouses. 
U n like , say, H itch co ck 's  fam ous appearances in h is own film s , ne ithe r o f them  b rings  any 
o the r baggage w ith  them  to the  screen  o the r than th e ir m arita l s ta tu s . [125] Thus  the 
continu ing  fa sc ina tion  fo r the  c ineaste  rem a ins the  in te rp lay between the  re la tionsh ip  dep icted  
on the  sc reen  and  w ha t we know  o f the ir actua l m arried  live s , as  the  one is so  c le a rly  
dependent on the  othe r. [126]
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W ith B iith e  S p ir i t  and G re e n  fo r  D a n g e r  S im  and R u therfo rd  en ter a rtis tic  m a tu rity . N e ithe r 
R u therfo rd 's  M adam e A rca ti no r S im 's  Inspecto r C o ck rill consum e the m ost sc reen  tim e , but 
each characte r, a lthough flawed, seem s to  appropria te  the  na rra tive fo r the ir ow n purposes 
and dom ina te  the  p roceed ings. Indeed, it is d ifficu lt to  im ag ine  e ithe r fiim  w ithou t them .
R u therfo rd 's  a ssoc ia tio n  w ith  B lith e  S p ir it  goes back  to  1941 and its  thea trica l conception 
by Noel C ow ard  who, accord ing  to  s tud io  pub lic ity , appa ren tly  w ro te the  p lay in five  days! 
A lthough no t dev ised  w ith  R u therfo rd  in m ind, once  it w as fin ished  C ow ard  thought o f her and 
added ex tra  d ia logue - 'M arga re t took possess ion  o f m y pen' as he pu t it. [127] It opened in 
M ancheste r in June  1941 to  good rev iew s and soon  enjoyed an extended  London run, 
Rutherford  s tay ing  w ith  the  cas t fo r ove r tw o  yea rs . H ow eve r C oward  w as  not a lw ays  happy 
w ith  her in te rp re ta tion. H is  d ia ry  fo r the  12th o f Ju ly  re co rds  tha t he 'saw  part o f B lithe  Sp irit. 
G ood House. P e rfo rm ance  all right excep t fo r M arga re t R u therford ', a  reaction  co rrobora ted  
by M ichael R edgrave  w ho  ven tu red  to  p ra ise the a c tre ss  p lay ing  M adam e A rca ti to  be m et 
w ith  'one c lipped  w ord  - "Am a teur!"' [128] One can a lm os t hear M adam e A rca ti's  rep ly  in a  line 
from  the film : '"am a teu r" is  a  word I cannot to le ra te !'. C o -sc rip tw rite r A n thony H ave lock-A llan  
a ttribu tes C ow a rd 's  a ttitude  to  h is exaspera tion  o ve r R u therfo rd 's  inab ility  to  g ive  the  sam e 
perfo rm ance  in the  thea tre  tw o  n igh ts  running. [129 ] C ow ard  w as a lso  unen thusiastic  about 
the film  ve rs ion, bu t fo rtuna te ly  m ost o the r com m enta to rs  d isagree . R u therfo rd 's  e ccen tric  but 
rea lis tic  po rtraya l o f a m edium  is  all the  m ore rem arkab le  in the  ligh t o f a  shooting  schedule  
beset w ith  p rob lem s. C oward, who w as aw ay fo r m uch  o f the tim e  en te rta in ing  the  troops 
abroad, le ft in s tru c tio n s  tha t the re  should be no a lte ra tio ns o r expansions  to  h is o rig ina l text, 
assuring  the  d ire c to r tha t he w as m ore than capab le  o f cop ing w ith  its  pa rticu la r dem ands. 
D avid  Lean w as equa lly  unsure  he w as able to  ta ck le  it. O ne  d ifficu lty  w as the  lim iting  o f m uch 
o f the action to  a s ing le  room ; ano ther was the  specia l lighting requ ired  fo r E lv ira  (Kay 
Hammond), the  ghos t o f C harles C ondom ine 's (R ex  H a rrison ) firs t w ife ; in addition, Lean and 
Rex H arrison  c lashed  on how  the  com edy shou ld  be p layed; the cas ting  o f H arrison  (too 
young), C onstance  C um m ings (as Ruth, too Am erican  and too  p re tty ) and K ay Hamm ond 
(not p re tty  enough) w as p rob lem atic ; a closed  se t w as  im posed  by the  d ire c to r as m uch  o f the 
film  had to  be rehearsed  like  a p lay, w ithou t unnecessa ry in te rrup tions; and de la ys  were  a lso
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caused  by the co lou r p rocess ing  and reshooting. The o rig ina l 12 w eek schedu le  becam e 6 
m onths. R u therfo rd  com p la ined  to  G w en Robyns: 'The film [ing ] seem ed to  go on fo re ve r...w e  
all becam e ve ry  tired  o f it tow a rds  the  end'. [130] And ye t, desp ite  all the  d ifficu ltie s, D avid  
Lean g rew  ve ry  fond o f R u therfo rd  and learned to  love  the  film  in  h is la te r yea rs . He 
reco llected :
I a lw ays thought she m ust have been aware o f how  e ccen tric  she  was, but 
not a t all. Fo r one scene  she  had to  eat a  sandw ich . She 'd  sa y  som eth ing , 
take  a  b ite and m unch  aw ay in a  ve ry  funny exaggerated  w ay. I w ent up to  
he r on rehearsa l and said , "M argare t, a  little  le ss w ith  the  sandw ich  I th ink".
And she 'd  do it aga in  and I'd  say, "Even less  s till".
W e b roke  fo r lunch  and w en t to  the restauran t a t D enham  and I rem em ber 
looking  a c ro ss  and the re  w as  M argaret eating a  sandw ich  in e xac tly  the  
sam e w ay as she d id  on Take  One. [131]
H is com m ents  illu s tra te  the  d ilem m a  o f o ther d irecto rs  (like  Ken A nnakin ) w ho had to  shoo t 
until R uthe rfo rd  p roduced  som eth ing  m agical and appropria te  to  the  scene ; in addition, it is 
ev iden t tha t R u therfo rd 's  e cce n tric ity  w as an inseparable e lem ent o f the  pe rfo rm ance  itse lf. 
F rom  R u the rfo rd 's  pe rspective  the experience  garnered her the bes t no tices  o f he r ca ree r and 
an in terna tional repu ta tion . B ut w ha t con tinues to  fasc ina te  is  the  cha llenge to  R u the rfo rd 's  
delightfu l cha ra c te r s tu d y  o f M adam e A rca ti b y  the com peting  c la im s  o f a t least three  o the r 
con tribu to rs to  the  na rra tive . From  the  beginning o f the film  the  em phas is  on C ow a rd 's  
c rea tive  input is  cons tan tly  underlined. N o t on ly  is the  b illing 'N oel C ow a rd 's  B lith e  S p ir i t ,  but 
h is  p roducer cred it appears a fte r th a t o f d irecto r D avid  Lean, a lm os t as if to  underm ine  h im . 
Th is  im p ress ion  is  he ightened by C ow a rd 's  own unm istakab le  vo iceove r w h ich  in troduces the 
opening scene . H owever, Lean 's su cce ss  in tu rn ing an essen tia lly  thea trica l p iece  in to  c inem a  
should not be underestim a ted : the  cam era  pans and advances fo rw ard  w ith  adm irab le  
freedom , the re  are exce lle n t e x te rio r scenes  w h ich could no t p o ss ib ly  w o rk  in the  thea tre  
(includ ing  the m om ent when E lv ira , w ith  C harles as her passenger, d rives  pas t a tra ffic
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policem an to  whom  she  appears in v is ib le !), to  sa y  nothing o f the specia l e ffe c ts  o f lighting  and 
m ake-up w h ich  won an O sca r. F ina lly  the re  is  R ex H arrison , w hose  cons ide rab le  pe rsona lity  
is  som ewhat h ija cked  by the  o thers. A s  the leading m an he w as pe rhaps en titled to  feel he 
had been a little  s ide lined . H is  m em ory  o f w ork ing on the  film  is  encapsu la ted  in a  couple o f 
sentences: 'D avid  [Lean ] se t up a  s tage and ju s t pho tographed it. Fou r o f us go t up in line and 
then  M argare t R u therfo rd  would w a lk  down the m iddle pu lling fa ce s '. [132 ] F ilm  h is to rians 
m ust judge  if h is  ev iden t fru s tra tio n  is  jus tified  o r m e re ly  sour g rapes. How  d iffe ren t is  
R u therfo rd 's  own a sse ssm en t o f the cha rac te r when she com m en ts: 'U ndernea th  the  com ic  
facade I saw  a  pe rson  o f fle sh  and blood w ith  se rious be lie fs '. [133] She continues: 'I never 
intend to  be a  sa tiris t, I neve r intend to  p lay fo r laughs. I am  a lw ays su rp rised  tha t aud iences 
th in k me funny a t a ll. I find  it hard to  even  ana lyse  w ha t I do  excep t pe rhaps  in m y tim in g ...If 
m y w o rk  looks  e ffo rtle ss, it is  not. It is a  question o f tire le ss  polish ing  the  who le  tim e '. [134 ] 
H e r rem arks con firm  the  im p ress ion  o f the c ritic  D ily s  Powe ll w ho en thuses about a  'na tu ra lly  
com ic  pe rfo rm ance ' w h ich  w o rks  because  Ru therfo rd  does not p lay it 'w ith  the  seem ing  
aw areness o f being funny ', un like  R ex H arrison  who appears o ve rly  se lf-consc io u s  by 
com parison . [135]
From  the  m om ent C ondom ine  and h is  second  w ife  Ruth (C um m ings) engage in 
conversa tion  in the  firs t scene  it is  in an ticipa tion  o f the  fo rthcom ing  even ing , and espec ia lly  
the  v is it o f M adam e A rca ti. The la tte r is  o f course  unaware  (until la te r) th a t C ondom ine  is  
m ere ly  us ing he r as resea rch  m ate ria l fo r h is new  book abou t a hom ic ida l m edium , and his 
pa tron ising  tone d im in ishes ou r regard  fo r him  w h ils t in creas ing  ou r in trigue  fo r her. A t h is  la st 
line - 'W e can 't hu rt the  o ld g ir l's  fee lings how ever funny she is ' - we cu t to  a  radian t M argare t 
R u therfo rd  en joying  a b icyc le  ride, her cape and s ca rf flu tte ring  behind he r. H e r en try  p roper 
in to  the d ram a a few  screen  m inu tes la te r - through C ondom ine 's  french  w indow s a t the  back 
o f the house, su rp ris ing  the m aid (and us) - e ffe c tive ly  b rings the film  to  life  and p rov ides  its 
focus. She is  at once  cha rm ing  and garru lous, racing  aw ay w ith  C ow a rd 's  ve rba l fluency w ith 
a  beautifu lly scu lp tu red  dex te rity  as she dances and s ings her w ay th rough  the  part: 'It w as 
wonderfu l cyc lin g  th rough  the  w oods th is  evening. I w as deafened w ith  b irdsong ...D ow n w ith  
you r head, up w ith  you r heart and you 're  ove r the  top like  a flash  and  sk im m ing  down the
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o ther side [o f the  h ill] like  a  d ragon fly ’. She m ay irrita te  Ruth w ith  her 'schoo lg irl ph raseo logy ' 
('in  a jiffy ', 'fire  aw ay ') bu t de ligh ts  us w ith  her sheer zes t fo r life, he r co loufu l clo th ing and 
beads lending he r a  resem b lance  to  a  c ro ss  between a G irl G uide and an ageing beatnik. Her 
m ood changes in a  la te r scene  when she d iscove rs  she has been in v ited  to  the  seance 'in  a 
sp irit o f m ocke ry ', and it is  hard not to  feel tha t Ruth dese rves eve ry th ing  tha t E lv ira  - 
som etim es lite ra lly  - th row s  a t her. O f cou rse  M adame A rca ti's  s in ce rity  w ins out o ve r the 
sa rcasm  and cyn ic ism  o f the  o the rs, a lthough  her trium phan t re turn o f the  w ive s ' sp irits  is 
m uted by th e ir con tinu ing  p resence  as ghosts a longside  the ir now  deceased  husband - 
M adam e A rca ti is  fa llib le  a fte r all.
M argare t R u therfo rd  be lieved  tha t C oward had w ritten  B lith e  S p ir it  on a  them e  de libe ra te ly  
unconnected  w ith  the  war, and ye t, desp ite  its su rface  h ilarity , it is fu ll o f m ed ita tions abou t the 
a fte rlife  and p resen ts  a ra the r e leg iac re flection  on the  end o f h is  thea trica l pa rtne rsh ip  w ith  
G ertrude Law rence  w ho had m arried  and gone to  live  in Am erica . In the  sam e way, A la s ta ir 
S im 's  role as In spec to r C o ck rill in G re e n  fo r  D a n g e r  uses hum our to  m ed iate  the  ho rro rs  o f 
m urder and the  ted ium  o f the  trad itiona l whodun it aga inst an all too  real Hom e F ron t 
background, but secure  in the  ce rta in  know ledge tha t in 1946 the  da ily  rea lity  o f the  w a r w as 
o ve r a t last. S im 's  flippan t fa llib ility  ove rtu rns  de tective  c liches, a llow ing  h is  in spec to r to  
lam poon the postu rings  o f o the r au tho rity  figu res, like  those  in the  m edica l p ro fess ion , as well 
as  ba re ly d isgu is ing  h is  own  insecu rity . H is p rovoca tive  and unorthodox question ing o f the 
suspects  is  p re faced  by a  scene , p rio r to  h is a rriva l, w here D r Barnes (T re vo r H oward ) open ly  
challenges the  au tho rity  o f h is  sen io r reg is tra r D r W hite  (Ronald A dam ), a  scenario  w hose  
unpunished insubord ina tion  can ba re ly  be im agined in the film 's  w a r con tex t, but is  re fresh ing  
from  the  po in t o f v iew  o f its  real life  a fte rm ath  (i.e. v ic to ry ).
The screenp lay w as deve loped  by S idney G illia t and C laud G uem ey from  an un im p ress ive  
nove l by C h ris tianna  B rand and m arked  the firs t film  to  be p roduced  a t P inewood  s ince  the 
s tud io  w as de requis itioned . S im  w as apparen tly  not the  firs t cho ice  fo r th e  in spec to r and one 
w onders how  d iffe ren tly  h is  pa rt would have been p layed by Robert M o rle y  (who declined  the 
ro le due to  com m itm en ts  in the  theatre ). Naom i S im  suggests tha t it w as he r husband 's  firs t 
s ta rring  role bu t th is  is  su re ly  untrue even if he does estab lish  h im se lf a s  the  film 's  m a jo r
- 147-
protagon is t. [136] H is  nam e ac tua lly  appears a fte r S a lly  G ray , T re vo r Howard, R osam und  
John  and the  title , but h is p resence  is acknow ledged by the  unique m anner o f h is  cred it ('A nd  
p resen ting  A la s ta ir S im  as In spec to r CockriH '), and the  fa c t that, like  D r M on tgom ery in 
W a te r lo o  R o a d  (1944), the  ac tio n  ta ke s p lace as a fla shback  w ith in  h is  m ind as he d ic ta te s  a  
le tte r. L ike  the  ea rlie r film  an exp re ss ive  vo iceove r s tam ps  a kind  o f au tho rity  o ve r the  
na rra tive  long before we see  h is  cha ra c te r in the  flesh, som e th irty -five  m inutes o r so  in to  the  
s to ry . Up to  th is  po in t m ost o f the  scenes have taken  p lace a t night, g iving  the  film  an E ng lish  
n o ir  qua lity , until S im  a rriv e s  a t the  hosp ita l in b righ t sun ligh t as though  he has lite ra lly  
appeared to  bring illum ination . The vo iceove r pa rticu la rises  h is  invo lvem en t in the  case : 'I 
m yse lf, in  pe rson , a rrived  on the  scene '. L ike D r M on tgom ery, h is  p ronouncem ents a re 
patria rcha l and pa te rna lis t, a  fa c t em phasized  by the p resence  o f so  m any w om en in the  cast, 
bu t un like h is  p rev ious ch a ra c te r S im 's  inspecto r is  im m ed ia te ly  revea led  as flawed . The 
so lem n ity  o f h is  vo iceove r is  w onderfu lly  a t odds w ith  the  ja u n ty  figu re  w ho  appears on the  
screen  ca rry ing  a b rie fcase , an um bre lla  resting  on one shou lder. H is w h im s ica l p e rsona lity  is  
underp inned by W illiam  A lw yn 's  sco re  and h is fa llib ility  sugges ted  by a runn ing phys ica l gag 
when he hears the  sound o f a  bom ber overhead  and leaps o ve r a gate to  find co ve r a t the  
sound  o f a  nearby exp los ion . Later, as he h ides a t the en trance  to  an underg round she lte r h is  
vo iceove r is  econom ica l w ith  the  tru th : 'F rom  tim e  to  tim e  one o f those  in ferna l dev ices  roa red  
overhead ...bu t such  trifle s  d id  no t fo r a  m om ent d is tra c t m e from  m y purpose '. O n  the  la s t 
occasion  when he looks a round  fo r a  p lace to  secre te  h im se lf a s  he leaves the  hosp ita l, the  
no ise  tu rns ou t to  be a pass ing  m o to rcyc lis t to  S im 's  d ism ay  and ou r am usem ent. He has 
som e o the r m arve llous m om ents aided by G illia t's  im ag ina tive  d irection : note the  se lf-sa tis fie d  
sm ile  as he sw ive ls  round on  a  s too l c lu tch ing  h is um bre lla  and b rie fcase , the  vo iceo ve r 
dec la ring : 'Y es, I w as id io tica lly  p leased w ith m yse lf a t the  tim e '; and S im 's  shadow  on a  sun lit 
path as the vo iceove r announces lugubriously : 'The next m orn ing  m y p resence  lay o ve r the 
hosp ita l like  a pa ll'; a lso, h is d isappo in tm en t a t guessing  th e  w rong so lu tion  to  h is  bed tim e  
whodunit, p rophe tic  o f h is m isca lcu la tio n  a t the c lim ax o f the  d ram a; fina lly , h is  open-m outhed , 
speech less  am azem ent a t being outm anoeuvred  by the  m u rde re r's  su icide . U n like  h is  1930s 
w o rk  the ve rba l w ittic ism s  p rov ided  by the sc rip t are ca re fu lly  w oven  in to  the  s to ry  and rem a in
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cons is ten t w ith  h is  cha rac te r. W hen he announces h im se lf a t the hosp ita l w ith : 'S co tland  Y ard  
I'm  afra id [chuck le s ]...s icken ing , is n 't it? ', the rem ark functions  both as an inconsequen tia l 
as ide  and an asse rtion  o f h is  e ccen tric  noncon fo rm ist de te ctive  who exh ib its  a  
m isch ie v io usness  w h ich  d e a rly  deligh ted  pos t-w ar-w eary aud iences and c ritic s . D esp ite  its  
o ften  flippan t represen ta tion , h is de te c tive  pa rody is never ach ieved  a t the expense  o f a 
le ssen ing  o f d ram atic  tens ion.
The tw o  film s  share a  sense o f pos t-w a r release, re flected  in the exuberance  o f bo th  
pe rfo rm ances. L ike  Ru therfo rd , S im 's  im peccab le  tim ing  is  p ra ised , and the re  is  a  
conside rab le  sense  o f an tic ipa tion  be fore the  appearance  o f the ir ch a ra c te rs  in each  film . 
These  are both revea led to  be flaw ed  but d isp lay a  natu ra lism  beside  the m ore one ­
d im ensiona l suspec ts  in G re e n  fo r  D a n g e r  o r the scep tica l guests  a t the  seance  in B lith e  
S p ir it . A bove  all, M adam e A rca ti and In spec to r C ockrill a re ou ts ide rs  w ith  whom  the  o the r 
cha ra c te rs  in the  na rra tive  are com pe lled  to  in te rac t in o rde r to  p ropel it fo rw ard  w ith  any  
conv ic tion .
The ir ro les in tw o  subsequen t E a ling  com ed ies are fa r le ss subs tan tia l, but s till c ru c ia l to  
the  developm ent o f each  plot. M argare t R u therfo rd 's  P ro fe sso r H a tton -Jones in P a s s p o r t  to  
P im lic o  and A las ta ir S im 's  Fe lix  H. W ilk in son  in H u e  a n d  C r y  are a lso  ou ts id e rs , bu t wh ile  the  
firs t is  consensua lly  in tegrated  in to  the  comm un ity , the second  s ta ys  de te rm ined ly  in the  
shadow s. Both, however, m ake the  m axim um  o f im pac t in the  m in im um  o f scenes. The ir firs t 
sequence  in each  film  crea tes the n e ce ssa ry  im press ion .
R u the rfo rd 's  in itia l appearance  is  de layed  until 18 m inu tes in to  the  film . In fa c t she has to  
be questioned  tw ice  by the  co roner (S tua rt L indse ll) before she responds to  h im . A t firs t a ll w e  
see  is  a  figu re  rumm ag ing  in an ancien t ca ske t before it is  snapped shu t to  revea l a  fem a le  
p ro fesso r, a  m ore un like ly  cha rac te risa tio n  in a film  o f 1949. She uses the  cou rtroom  as he r 
academ ic  p la tform  to  exp la in  the  m ean ing o f the pa rchm ent found in the  bom b exp los ion , and 
sw ays  around w ith  conside rab le  e xp re ss ive  freedom  in the  w itness s tand , dec la ring , to  he r 
a tten tive  audience , tha t 'w ith  the a id  o f th is  m ost exc iting  docum ent I am  now  able to  change 
the  course  o f h is to ry '. A s she sa ys  the  word  'P im lico ' her g lockensp ie l w a tch  tin k le s  as if in 
ag reem ent w ith  her. Her exp lana tion is  fu rthe r 'trans la ted ' by the  co rone r w ho con firm s  tha t
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the  local peopie o f P im lico  are indeed B urgund ians! The end o f her speech  is d rowned  in a  
genera l hubbub bu t he r th ree -m inu te  cam eo is qu ite  enough to  estab lish  he r cha rac te r. In a 
la te r scene  she is e cs ta tic  to  m eet the ancesto r o f the D uke  o f B urgundy (Paul D upu is) w hose  
lineage she w ill be de lighted  to  con firm . A  th ird  scene finds her aboard  a  tube tra in , he r 
p resence  announced  by he r tradem ark  tink ling  wa tch . W hen the  tra in  s to ps  fo r the  P im lico  
cu s tom s and she  is  reunited w ith  the  Duke, she  is  able to  endorse  h is  righ tfu l su cce ss io n  to  
the  title  - w ith  'F lo rea t Burgund ia !' as her jub ilan t c ry . She pops up again tow a rd s  the  end o f the 
film  m ere ly to  e xp re ss  he r conce rn  fo r the ra the r d ilap idated  cond ition  o f the  B urgundian  
s tandard wh ich she  w ants to  return to  a  m useum , but th is  is  a  b rie f m om ent a s  he r cha ra c te r 
is  no longer e ssen tia l to  a  na rra tive  w h ich  has drawn the  na tives o f P im lico  back in to  the 
la rge r English com m un ity  from  wh ich  she he rse lf cam e and to  w h ich she w ill now  return.
S im 's  appearance  in H u e  a n d  C r y  is  a lso  de layed  by abou t 18 o r 19 m inu tes in to  the  film . It 
is  well prepared by d ire c to r C harles C rich ton, w ho uses a com bina tion  o f s in is te r m us ic  by 
G eorges A u ric  - a lso  the  com pose r o f the sco re  fo r P a s s p o r t  to  P im lic o ,  a  no irish  use  o f 
shadow s, and an unexpected  overhead sho t em phasiz ing  an im posing  b lo ck  o f fia ts  as 
con tras ted  w ith  the  tw o  boys who w a lk  tow a rds  it and seem  like  an ts  by com parison , a ll o f 
w h ich  creates an unse ttling  prelude to  S im 's  firs t scene . A s  they  ascend  the  s teps Joe (H a rry  
Fow le r) and A lec  (D ouglas B arr) are sta lled by the sound o f S im 's  re c lu s ive  au tho r F e lix  H. 
W ilk inson  whose  m easured  tones echo  m enacing ly  down the  s ta irw e ll: 'Y ou r fa te  is in m y 
hands...no th ing can  save  you  now ...you  are all a lone...and I have a s ile n ce r on th is  gun '. The 
sm a lle r o f the  tw o  boys (A lec) s ta rts  to  tu rn  back but Joe u rges him  onw a rds  and in to  S im 's  
top  floo r fiat. O nce  they  rea lise  th a t he is m e re ly  reading a  s to ry  on to  tape and he tha t th e y  
a re  fans o f h is w o rk , S im 's  m ood brightens, he w e lcom es them  ins ide  and se rves  them  
'g inge r pop', h is own  g lass  laced w ith  gin. W e then  have ano ther oppo rtun ity  to  en joy S im 's  
dec lam ato ry  read ing o f the  next in sta llm en t o f h is  de tective  s to ry  w h ich  he p la ys  w ith  ev iden t 
sa tis fa ction  fo r the  boys, h is  vo ice  th is  tim e  oddly  de tached  from  h is  pe rson  by the  d ic taphone  
(w h ich  he jo k in g ly  re fe rs  to  as 'D ic k '). H is m ood a lte rs  again when he rea lises tha t a gang  o f 
c rooks  have appropria ted  the code he invented  fo r the ir own purposes, and he w a rns  the  boys  
aga inst going to  the  po lice  w ith: 'R em em ber w hat happened to  N icky  the  N a rk !'. He g ree ts  h is
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ca t a ffe ctiona te ly  and sends aw ay the  boys, s iam m ing  the  door behind them . Throughou t the  
encoun te r h is pe rsona  is  a lso  estab lished  by an odd com b ination  o f c lo th ing  inc lud ing  a  
w a is tcoa t, tie  and long sca rf, then va ried  by the  add ition o f a  cu rious po lka -do t d ress ing  gown 
in a  second  scene w h ich  is cons ide rab ly  b rie fe r than the  firs t. Joe b la ckm a ils  S im  to  w rite  a  
s to ry  by the m orn ing, w h ich  w ill a id  the  even tua l captu re  o f the crooks. S im  a t firs t re fuses  
until he rea lises he has no cho ice, s igh ing : 'O h how  I loathe adven turous-m inded  b oys !' A  th ird  
even  sho rte r appearance is  ju s t a  s ing le  shot show ing  S im  fidge tting w ith  h is  s ca rf and stu ffing  
it in to  the  bell o f h is rad io  loudspeake r, h is  cha ra c te r now  illustra ted  by u rgent m us ic  a lone, as 
the  film  vee rs  tow a rds  its  c lim ax  and the  ch ildren fo il the  crooks. A t around  e igh t m inu tes  in 
to ta l, S im 's  cha ra c te r o ccup ie s  le ss  sc reen  tim e  than  R u therfo rd 's  p ro fe sso r in P a s s p o r t  to  
P im lic o ,  and ye t h is  cha rism a tic  e ccen tric  is  a lm os t m ore m em orable  and ce rta in ly  m ore  v iv id  
than e ithe r o f the  o the r m a jo r adu lt ro les in the film  p layed  by Ja ck  W arner and V a le rie  W h ite .
A no the r s ig n ifican t a spec t o f S im  and R u therfo rd 's  s ta r cha ra c te r pe rfo rm ances is 
revea led in a  pa ir o f seque ls , a  fo llow -up  and a  rem ake wh ich are illu s tra tive  o f bo th  a c to rs ' 
enduring  popu larity . N e ithe r M ira n d a  no r its  le sse r sequel M a d  A b o u t M e n  rep resen ts  g rea t 
film -m aking , but they con ta in  one o f R u the rfo rd 's  own favourite  cha racte risa tions, N u rse  C ary, 
the  on ly  person conside red  e ccen tric  enough to  be en trusted to  look a fte r G lyn is  John s ’ 
m erm aid . The firs t film 's  na rra tive  had been po lished on the s tage before the young  d ire c to r 
Ken A nnakin  w as ass igned  to  the ve rs io n  fo r the  c inem a. Bu t desp ite  the  happy ou tcom e  in 
te rm s  o f its  pe rfo rm ances  R u therfo rd  again encounte red  a p ro fess iona l je a lo usy  on the  set, 
s im ila r to  tha t o f R ex H arrison  when  she w o rked  on B lith e  S p ir i t  In one scene  G riffith  Jones 
(p lay ing  D oc to r Paul M arten) a ttem pted  to  upstage  R u therfo rd  (he rse lf no m ean stea l-s te a ie r) 
on ly  to  be reprim anded  by the d irec to r. A nnakin  desc ribes  he r as 'tha t m ost generous and 
superb  o ld E nglish  a c tre ss  [w ho] d id n 't have  to  be ta lk ing  to  ca tch  you r eye and m ake  you  
laugh o r c ry , o r ju s t ge t a  w arm  fee ling about her! She used  to  do som eth ing  qu ite  unique w ith 
he r m ou th and low er jaw '. [137] O u tlin ing  h is approach  to  w ork ing  w ith  her, he con tin ues : 'one 
w ou ld gen tly  rough ou t the m ovem en ts, rehearse  the  scene  as little  as poss ib le , and tu rn  on 
the  cam eras  until she p roduced  tha t w onderfu lly  funny (o r sad) exp ress ion  tha t m ade  you  love 
her'. [138 ] A nnakin  is  pa rticu la rly  fond  o f th ree  Ru therfo rd  scenes in the  film . [139 ] The  firs t
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show s her susp ic ion  about he r new  charge  tu rn  to  w ide-eyed am azem en t and p leasure  when 
she  rea lises M iranda is  a  m erm a id , he r de light reg is te red  by a rad ian t c lose -up . The  second  
o ccu rs  w hen  Ru therfo rd  im pu ls ive ly  dem onstra tes the M azurka  fo r M iranda, s ing ing  and 
dancing , bending down, w aving  he r a rm s  in the  a ir, gestu ring  w ith  he r hands and  sp inn ing  
a round  until she is  aw are  D oc to r M arten  (G riffith  Jones) has ente red  the room  when she 
re trea ts  in a  flush  o f em barrassm en t. [140 ] The th ird  is  the m om ent when M iranda  p resen ts 
he r w ith  a  g ift o f real pearls  w h ich  she  a t firs t re fuses and then is  m oved  and happy to  accep t. 
A nnakin  finds Ru therfo rd  am using  bu t senses  he r g rea t hum an ity  too. In h is au tob iog raphy he 
con fla tes the  second  and th ird  scenes bu t h is com m en ts  use fu lly  sum m arise  the expe rience :
M aggie took the  pearls , looked  a t them  as if th e y  were  the  m ost p rice le ss  
treasu re  and, desp ite  he r w e igh t and age, d id a spontaneous p iroue tte  
around the  room , de lica te  as th is tledow n. I th in k we m ade  five  ta kes, and 
the  la s t one gave  me goosep im p les, so  I p rin ted  it!
Th is  w as one o f the  g reat m om ents fo r w h ich  in s tin c tiv e ly  I had known \ 
m us t becom e a  d ire cto r. I had created  a  m om ent o f m ag ic . [141]
O n ly R utherfo rd  and Johns su rv ive  from  the ea rlie r film  in M a d  A b o u t  M e n , w h ich  is  m ade in
co lou r. Yet, desp ite  th is , and a lthough N urse  C a ry  dances, s ings, even  sw im s  (!) and  is g iven
fa r m ore  opportun ities than  in M ira n d a , som ehow  g rea te r exposu re  to  the cha ra cte r in a  m ore 
d iffuse  na rra tive  p roduces a less  fo cussed  pe rfo rm ance . Fo r exam p le , m uch  is m ade  in the  
pub lic ity  fo r the  second  film  o f R u the rfo rd 's  sw im m ing  p row ess  as if in com pensa tion  fo r the 
la ck  o f any  tru ly  m agica l m om ents like  those  found in the firs t, as I outline above. P erhaps  it is 
m ere ly  tha t the  young  Ken A nnakin  is  m ore su ccess fu l in cap tu ring  R u the rfo rd 's  natura l 
spon tane ity  and v iva c ity  in M ira n d a  than  Ralph Thom as in M a d  A b o u t  M e n  where the  a c tre ss  
seem s to  convey  a fa r le ss  m em orab le  cha rac te r in a  m ore  routine pe rform ance.
The popu la rity  o f N orm an W isdom  a t least ensured  tha t R u the rfo rd 's  tw o  film s  w ith him  
were  w ide ly  seen, a lthough her b illing  as  co -s ta r is ha rd ly  com m ensu ra te  w ith the  am oun t o f 
sc reen  tim e  she occup ies in e ithe r film . In the  firs t, T ro u b le  in  S to re , it is su re ly  J e rry
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Desm onde  and Lana  M o rris  who are m ore v is ib le . However, R u therfo rd 's  experience  and 
resou rce fu lness  te ll o ve r tha t o f W isdom , who she rem em bers being 've ry  uncerta in  a s  we 
began shoo ting ' and fu ll o f 'doub ts and unce rta in tie s '. [142] She m anaged to  pe rsuade  h im  to  
have fun on the  se t o f h is  firs t film , 'to  be m ore natura l and loosen up' and 'learn the  d iffe rence  
between stage  and film  techn ique ' both in te rm s  o f sca le  and tim ing. [143] The resu lting  
con tra s t o f s ty le s  is all too  apparent, and wh ile  W isdom  is saddled w ith  s la p s tic k , sen tim en t 
and songs w h ich  hold up the p rog ress o f the na rra tive  unnecessarily , R u therfo rd  is a lw ays  
m ore  restra ined  and soph is tica ted . M uch  o f her foo ling is  qu ite  often m anaged a lone. The re  is , 
fo r exam p le , a  p rice le ss  m om ent when her ou ts ized  lick in g  o f luggage labe ls  on to  a su itca se  
is m ore in trin s ica lly  com ic  than any s c rip tw rite r m igh t have hoped. And in the  sequence  w hen  
her shop lifte r, M is s  Bacon, tries  on an asso rtm en t o f hats, m uch o f he r d ia logue is  de live red  
as a running com m en ta ry  to  no one in pa rticu la r, spoken  out loud. Then, a fte r a  sc reen  
absence  o f o ve r 35  m inu tes o r so, she  reappears a t the  departm ent s to re  sa le  fo r her fin e s t 
m om ent when, th anks  to  tric k  photography, a  m odel tra in  appears to  run inside  the  s leeve  o f 
her coat! B y  the  second  film , J u s t  M y  L u c k ,  W isdom  w as a m a jor B ritish  s ta r and  R u therfo rd  
reca lls  tha t th e y  'w e re  a lready  seasoned  troupers by then ', but she has even  le ss  to  do. [144 ] 
H er appearance  has little  re levance  to  the  p lo t and som e c ritic s  have  even  cons ide red  it 
unnecessa ry . [145 ] She is ce rta in ly  a t hom e in the  com pany  o f a  ve ritab le  zoo  o f an im a ls 
(w ith  whom  she  en joyed  acting ), a lthough her po rtra ya l o f an un like ly  a ris to c ra tic  e ccen tric  
w ith  an Irish  b rogue inherits  som e o f W isdom 's  sen tim en ta lity . H owever, her final speech , to  
he rse lf - 'Ah , the  young ...m ay  God b less  th em ...re ck le ss ...fo o lish ...m ad ...c ra zy ...a do ra b le ' - is 
w onderfu lly  nuanced, as she m oves from  s itting  to  stand ing  to  c lasp ing  he r hands under her 
ch in  to  cudd ling  a  rabbit, and from  qu iet reco lle ction  to  asse rtive  en thus iasm  and  back  - a 
m ic rocosm  o f a  pe rfo rm ance  w h ich m agn ificen tly  d isp la ys  exqu is ite  sub tle ty  and range.
W hile R u the rfo rd 's  appearances in these  film s  can be described  as co -s ta rrin g  o r cam eo  
ro les, S im 's  a re expec ted  to  ca rry  the  burden o f each  na rra tive . In fa c t he p lays tw o  pa rts  in 
T h e  B e lle s  o f  S t. T r in ia n 's , tha t o f m ag is te ria l headm is tress  M illicen t F ritton  and he r c rooked  
bookm aker b ro the r C la rence. In S im 's  firs t scene  th e y  a re featu red  togethe r, apparen tly  in  the 
sam e phys ica l space , ce rta in ly  a  g rea te r techn ica l nove lty  in 1954 than it w ou ld  be now . There
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is  a iso  a re fe rence  made to  a  th ird  characte r, the ir m o ther, w ho hangs in a  po rtra it on the  wali 
o f M illicen t's  s tudy and who is again ano ther likeness  o f S im . Bu t it is  the  fo rm idab le  
headm is tre ss  tha t is  the a c to r's  m os t unforge ttab le  crea tion . W hen im p re ss io n is t A lis ta ir 
M cG ow an firs t saw  the  film  he did not realise tha t the cha ra c te r w as ac tua lly  p layed by a m an 
and  now  cons ide rs  it the  'b es t pe rfo rm ance  o f a  w om an g iven  by a m an ’; he is p a rticu la rly  
in sp ired  by S im ’s voca l de live ry  rem ark ing  tha t the  a c to r d id not need to  p itch  h is  vo ice  up 
h igher in the  m anner o f o the rs (he m entions Robin W illiam s ' M rs  D oubtfire  and D ustin  
H o ffm ann 's  Too ts ie ) but m ere ly  to  g ive  it 'a ligh t touch '; ne ithe r does S im  feel the  need to  
'cam p  up' the  cha ra c te r to  any g rea t exten t, and the  resu lt fo r M cGowan is  'v e ry  rea lis tic , ve ry  
sub tle  - I w as convinced '. [146] P a tric ia  Routledge has spoken  o f M is s  F ritton 's  'e xqu is ite  
deta il. S he 's  ve ry  s ty lish  and [has ] a  g rea t sense  o f he r own fem in in ity  w ithou t any 
aw kw a rdness  o r gaucheness '. [147] Routledge be lieves tha t S im 's  com edy is qu ite  d iffe re n t 
from  m uch  o f today 's  'look  a t me, a ren 't I funny? ' va rie ty  and notes h is  obsess ion  w ith  'the 
m om ent' and the  cons tancy o f g rea t fo cu s on deta il in h is  w ork. A ppa ren tly  S im 's  daugh te r 
M erlith  used  to  show  pub lic ity  p ic tu res o f M illicen t and C la rence  to  people as 'm y  paren ts ', 
and Naom i S im  has recogn ised  ano ther fam ily  connection. She:
liked  h is M iss  F ritton  because  he made her so  gen tle  and swee t-na tu red .
Seeing h im  fo r the  firs t tim e  d ressed  and m ade up a t the  s tud ios w as a 
ve ry  s trange  experience  fo r me. On h is high heels he towered  o ve r me, the 
beau tifu lly  co iffed w ig  adding to  h is he ight and the  necessa ry  padding to  h is  
g irth, a ra the r m onstrous fem a le  rem inding m e s lig h tly  o f m y g rea t-aunt 
Anne but ha rd ly  a t a ll o f A lasta ir. [148]
S im ’s im persona tion  ha rks back to  the  chao tic  w orld  o f T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife , a  fa c t 
em phasized  by the  p resence o f so  m any o f the  sam e ac to rs  in the  cas t, e spec ia lly  Jo yce  
G ren fe ll and G eorge Cole w ho are the  m ost prom inent. M a rc ia  Landy a lso  th inks S im 's  M is s  
F ritton  s igna ls  'the  reve rsa l o f all ro les and there fo re  all behaviou ra l expecta tions  about m a le s  
and fem a les. H is  im persona tion a lso  d ive s ts  power and au tho rity  o f its  so lem n aura '. [149 ]
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Unlike M a rga re t Ru therfo rd , w ho w as happy to  recrea te  her role as Nurse C a ry  in M a d  
A b o u t  M e n  a  fu ll s ix  yea rs  a fte r the  o rig ina l film  and to  w o rk  again w ith  Norm an W isdom  in 
J u s t  M y  L u c k ,  S im  seem s to  have approached  the seque l to  T h e  B e lle s  o f  S t. T r in ia n 's  (1954) 
w ith som e re lu c tance . The resu lt is  tha t h is cam eo o f tw o  scenes in B lu e  M u rd e r  a t  S t  
T r in ia n 's  (1957) is  d isappo in ting ly  b rie f but the  e ffe c t o f h is  pe rfo rm ance , e spec ia lly  in the  firs t 
film , has such  an im pact tha t som e com m en ta to rs a re  convinced  tha t he s ta rs  in the  en tire  
se ries. Th is  d iffid ence  about the  repe tition  o f cha ra cte rs in the  c inem a is  a lso  true o f ano the r o f 
h is m ost fam ous po rtraya ls , tha t o f Ebeneezer Scrooge. Tw en ty yea rs  a fte r B rian D esm ond  
H u rs t's  fea tu re  film  o f 1951 S im  w as persuaded to  repea t the  role in an an im ated  ve rs ion  o f 
the s to ry , conside rin g  tha t if the  resu lt w as de fin itive  enough  he would never have to  p lay the  
pa rt again! O f cou rse  he w as aided by the fa c t tha t the  film  would on ly  fea ture  h is  vo ice  and  
com press the  na rra tive  to  tw en ty -s ix  m inu tes - i.e. under a  th ird  o f the  length o f the  o rig ina l 
feature. C om pa risons  are in structive , espec ia lly  in v iew  o f the  con trove rs ia l nature o f S im 's  
o rig inal pe rfo rm ance , and its  gradual accep tance  as a  c la ss ic  in te rp re ta tion, and its  la te r 
evolution. Fo r exam p le , the  com press ion  o f the  scene  when M a rie y 's  ghost appears  to  
Scrooge from  e igh t m inu tes o f sc reen  tim e  in the  o rig ina l to  a round th ree  m inu tes in the  
rem ake  is  bene fic ia l to  the na rra tive  in tha t the  subsequen t v is ita tions o f the  sp irits  a re now  in 
m ore log ica l p roportion  to  the  res t o f the  s to ry . H owever, the reduction  o f the  final s cene s  o f 
S crooge 's  redem ption  from  around tw e lve  m inu tes to  about three  o r fou r d ras tica lly  le ssen s  
the ir em otiona l im pac t and deprives us o f one o f the  best fea tu res o f S im 's  o rig ina l 
pe rfo rm ance . B u t desp ite  the  b rev ity  o f the  an im ated ve rs io n  the re  is a  g rea te r sub tle ty  in  the  
charac te risa tions . Fo r instance , the scene o f M a rie y 's  ghos t is b lighted in the  firs t film  by the  
overp rom inence  o f sh rie k ing  m usic  (by R ichard  A dd inse ll) on the  sound track, the jang lin g  o f 
chains and S im ’s repeated ye lling , w h ile  M ichael H o rdern 's  Jacob  M arley  a lte rna tes be tw een  
a se lf-consc ious  m ono tone  and an ea r-p ie rc ing  squeal. Tw en ty yea rs la te r both a c to rs  o ffe r a 
m ore m odu la ted  voca l de live ry  w h ich  s till p rov ides va rie ty  bu t w ithou t the  need fo r e xce ss iv e  
m annerism s.
V a r ie ty  cons id e rs  the  orig ina l S c ro o g e  (1951) 'a  g rim  th ing ...long , dull and g rea tly  ove rdone ' 
and that S im  'w ith ou t d irec to ria l o r sc rip t restra in t, s ta lk s  th rough  the foo tage  like a  ta n k -tow n
- 155-
Ham le t'; th e ir rev iew e r conc ludes  tha t ’ne ither S im 's  nam e, nor those  o f the o ther B ritish  
p la ye rs  w ill m ean anyth ing  on the  m arquees fo r s ta tes ide  p la yda tes ’. [150 ] U nsurp ris ing ly , 
N aom i S im  rem em bers th ings  ra the r d iffe ren tly:
I liked  m ost o f the film  but pa rticu la rly  the  scenes o f S crooge 's  redem ption  
tow a rds  the end, where  A la s ta ir put so  m uch o f h im se lf in to  the jo y  o f 
hav ing the  sca le s  lifted  from  h is eyes and o f being g iven  ano ther chance .
Th is  film  d id m uch be tte r in Am erica  than it d id o ve r here. A la s ta ir once  had 
a le tte r from  an Am erican  who sa id  tha t w a tch ing  S c ro o g e , w h ich  w as 
te le v ised  eve ry  year, w as a lw ays an essen tia l pa rt o f h is  fam ily 's  
C h ris tm as  Day. [151]
And the m a jo rity  o f c ritic s  seem  to agree w ith  her, a lthough the  doub ts rem a in  and it has 
becom e hard to  d issoc ia te  c ritic ism  o f the  film  and its  d ire c to r from  a sse ssm en ts  o f the actua l 
pe rfo rm ances. Fo r instance , a  con tem po ra ry reaction  by M ilton  S hu lm an  in T h e  E v e n in g  
S ta n d a rd  be lie ves the  adap ta tion  'm akes S crooge cred ib le  a t la st', but reg re ts  the  film 's  la ck  
o f im ag ination  (and budget), w h ile  S im  is  the cha ra c te r 'as I th in k  D ickens  wanted  him  to  be'. 
[152] O the rs  are pe rsuaded by S im ’s re form ation  a t the  end o f the  film  but le ss than  
conv inced  by  h is a ttem p t a t cu rm udgeon liness. U nusually , the  c ritic  o f T h e  N e w  Y o r k e r  
be lieves h im  to  be su ccess fu l until the  m oment o f h is transfo rm a tion , w h ile  H o llis  A lpe rt, 
w riting  in T h e  S a tu r d a y  R e v ie w ,  c la im s him  as 'the m ost m a rve lous and w onderfu l S crooge  o f 
a ll', and ta lk s  o f 'the  m agic  a llu re  o f the  S im  pe rsona lity ' w ho dem onstra tes 'the bas ic  p rim e r 
o f acting '; A lpe rt cons ide rs  tha t the  pe rfo rm ance  w ill gain S im  the la rgest U .S . aud ience  thus  
fa r in h is ca ree r - com p le te ly  overtu rn ing  the opin ion o f V a r ie ty s rev iew e r. [153] The stud io  
pub lic ity  m ach ines fo r both ve rs ions  o f the  s to ry  a re pa rticu la rly  anx ious to  a sse rt a  sense  o f 
au then tic ity . Thus, in 1951, S im 's  casting  is  sa id  to  be insp ired, high p ro file  s ta rs  like  Be tte  
D av is  and D oug las Fa irbanks jn r. are sa id  to  be fans o f the  acto r, and, m os t im portan t, a re  the 
quoted rem a rks  o f D ickens ' g rand-daughter, M rs  A lice  W a ley, w ho  v is ite d  the se t. [154] S he  
is  reported to  have  sa id  tha t 'it seem ed as if Leech 's  o rig inal illu s tra tio ns  had com e to  life
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before m y e yes ' and tha t it had been 'a  fa sc ina iin g  experience  to  w a tch  M r S im  re -c rea ting  the  
cha rac te r o f S crooge . How  m y g rand fa the r w ou ld  have loved  th is  film !' [155] B y  1971 th is  
need fo r au then tic ity  is  to  be found in 'the D ickens  ded ica tion ' o f the film -m ake rs , the  
fa ith fu lness  o f the  sc rip t to  the  orig ina l text, the  use  o f period p rin ts , but m ost o f a ll th a t the  
w o rds are 'im peccab ly  vo iced ' by S im  as 'the de fin itive  S crooge '. [156]
M ore recen t reappra isa ls  o f the  live -action  film  are genera lly  a ffirm a tive , often lin k ing  S im 's  
icon ic  pe rfo rm ance  w ith  the  film  itse lf. Thus Terence  P e ttig rew  th inks it 'a  nea r-pe rfe c t 
adap tation ' w ith  S im  com ing  'c lo se  to  the popu lar concep tion  o f S crooge '. [157 ] J e ffre y  
R icha rds  p laces S c ro o g e  w ith  o the r D ickens ' adap tations o f the 1940s like  D av id  Lean 's  
G re a t  E x p e c ta t io n s  (1946) and O liv e r  T w is t  (1948), and C ava lcan ti's  N ic h o la s  N ic k e lb y  
(1947), as pa rt o f a  se ries  w h ich  c ro ss -fe rtilise s  tw o  p reva iling  trends in cinem a, tha t o f the  
G a insborough period  m e lod ram as and the H o llyw ood  film  n o ir . He th in ks  they 're s to red  the  
da rkness  to  the  D ickens ian  v is io n  and re to ld the  s to ries  in a  shadowy, a tm osphe ric  
ch ia roscuro  D orean  London, fa r rem oved  from  the  bright, pasto ra l im agery o f 1930s D ic ke n s '. 
[158] He a iso  v iew s them  as docum ents o f soc ia l conce rn  in the con tex t o f p o s t-w a r 
recons truction  and  the  new  w e lfa re  sta te , con fe rring  'd e fin itive ' s ta tus  on them  w ith  th e ir 
'pe rfo rm ances  w h ich  have not been m atched  in c inem a s in ce '. [159] But is  B rian  D esm ond  
H u rs t's  S c ro o g e  rea lly  the  equal o f the o the rs?  C e rta in ly  not fo r Tom  C harity  o f T im e  O u t, w ho  
th in ks  the film  is 'no c la ss ic ', the  adaptation 'p ro sa ic ' and the  d ire c to r unexcep tiona l w ith ou t 
'm uch  fa c ility  fo r cu tting o r m ovem en t'; he is e spec ia lly  c ritic a l o f the chopp iness o f the  
trans itio ns  be tween  scenes, som eth ing  w hich  is trea ted  w ith  fa r m ore im ag ination in the  1971 
an im ation, but is  ca refu l to  iso la te  S im  as 'sp lend id ly  a lo o f. [160 ] Sue H a rper and V in ce n t 
P o rte r call the  film  'an a rtis tic  trium ph ' w hose  a rt-d irection  s trike s  'a ba lance  be tw een  a  
D ickens ian  G o th ic ism  and a period  rea lism ', and w hose to ta l e ffe c t is  'w e ll-p roportioned , w ith  
m a jo r and m inor ro les well co-ord ina ted , a shape ly  na rra tive , and a com e ly  te xtu re '. [161 ] In 
add ition they note H u rs t's  'even-handed ' approach in not fa vouring  S im 's  centra l cha ra c te r to o  
m uch  during film ing , 'a  d ifficu lt ta sk , s ince  h is w as an unusua lly  e ffu s ive  pe rfo rm ance '. [162 ] 
Th is  concu rs w ith  H u rs t's  own accoun t o f the film  w h ich  de ta ils  a  d iffe rence  o f op in ion  w ith  
S im  on the shooting  o f a pa rticu la r scene  w ith  K ath leen  H a rrison , and perhaps exp la in s w h y
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he r land lady and a whole host o f subs id ia ry  cha rac te rs  are v irtu a lly  absen t from  the rem ake, 
p o ss ib ly  a t the  a c to r's  suggestion  and not m e re ly  due to  the  requ irem en ts o f Am erican  
ne tw o rk  te le v is io n  tha t the na rra tive  be com pressed . [1633 L ike  B lith e  S p ir it , the com peting 
c la im s  o f D ickens ' s to ry , H u rs t's  d ire ction  and S im 's  pe rfo rm ance  perhaps ind icate  a s trugg le  
fo r au tho rsh ip  o f the  o rig ina l film .
R a ther than exam ine  the re la tive  fa ilu re  o f tw o  substan tia l s ta r cha ra c te r parts  in M is s  
R o b in  H o o d  and A u n t  C la ra , even  though  the la tte r m arks one o f R u the rfo rd ’s own persona l 
fa vou rite  ro les in the  cinem a, it seem s m ore appropria te  to  d is cu ss  one o f he r m ost icon ic , 
e spe c ia lly  a t a  tim e  in her ca ree r w hen  her s ta tu s as a  s ta r o f the  b ig screen  w as le ss 
a ssu re d  than  th a t o f A la s ta ir S im . I am  th ink ing , o f course , o f he r M iss  P rism  in A n thony  
A squ ith 's  T h e  Im p o r ta n c e  o f  B e in g  E a r n e s t  C ritica l d issection  o f the  film  is  la rge ly  concerned  
w ith  its  e ffe c tiveness  (o r not) as film ed  theatre . A  typ ica l reaction , by G eo ff B rown, reg re ts  
tha t the  d ire c to r 'n eve r a ttem pts any  c inem atic  w it to  com p lem en t the  ve rba l p ing -pong o f 
W ild e 's  p lay: h is  cam eras do little  m ore  than reveren tly  record  a  g rea t pa trio tic  thea trica l 
e ven t'. [164] O the rs  bem oan the  la ck  o f a  personal s tam p on the  film  and 'the  absence  o f a 
con tro lling  hand in the  d ive rs ity  o f ac tin g  s ty le s '. [165] H ow eve r m ore pos itive  reactions to  the  
film  conside r tha t the  adap ta tion de libe ra te ly  a llow s the  pe rfo rm ances  to  em erge  
unencum bered by any pu re ly  c in em a tic  dev ices. D ily s  Powell has po in ted  ou t the  need fo r the 
adap tation  to  em phas ize  the a rtific ia lity  o f the com edy, w h ich  she be lie ve s A squ ith  has 
ach ieved , and a lthough 'the re  is no suggestion  o f a  pe rfo rm ance  on a  s tage , the p lay ing  is 
de libe ra te ly  thea trica l; nobody p re tends to  be liv ing  in the w orld o f un fin ished  sen tences ’. [166] 
Tom  R ya ll a lso  no tes tha t 'c ritic s  have  made m uch  o f the thea trica l p ream b le  bu t have ignored 
the  w ay in w h ich  the  opening sho ts  o f the na rra tive  are re so lu te ly  'c in em a tic ". [167] P ow ell 
cons ide rs  tha t Ed ith  E vans does no t have  to  sa c rific e  her la rge r than  life  s tage pe rsona lity  to 
be accep tab le  on the  screen . B u t if E vans is  de te rm ined ly  'th ea trica l' in he r p lay ing  does it 
m a tte r so m uch  if th is  w orks in the  con text o f the film ?  O r cou ld  it be a rgued  tha t her 
pe rfo rm ance  as Lady B rackne ll am oun ts  to  an overp ro jection  o f the  ro le w h ich  dem onstra tes  
a re la tive  la ck  o f aw areness fo r film  a c tin g 's  pa rticu la r requ irem ents?  S u re ly  it is th is  a spe c t o f 
he r ac ting  a rm ou ry w h ich  Ru therfo rd , a m ore experienced screen  a c to r than  E vans , m anages
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so  e ffo rtle ss ly . It is those  sm a li de ta ils  in her firs t scene, like  the d ropping o f he r books, 
fidge ting w ith  her p ince -nez  o r pinning on her hat, and he r tende r exam ina tion  o f the  in fam ous 
handbag in her la s t appearance , w h ich  te ll aga inst som e o f the o the r m ore d ram a tic  m om ents 
in the  film . Indeed, it is he r underem phasis  w h ich  in fo rm s the  whole pe rfo rm ance . D o ro thy  
Tu tin  rem em bers he r a s  'pe rfection . To  be on the se t when she was doing tha t scene  w ith  her 
handbag w as  such  a p riv ilege . She did it in tw o  takes , both o f w h ich  were w onderfu l, and I 
w as p rac tica lly  in te a rs '. [168] R u therfo rd 's  firs t b iog rapher E ric  Keown ta lk s  o f her 
'ba lanc ing ...on  a tigh trope  be tween  yearn ing  rhapsody and b risk  de te rm ina tion ', w h ile  Paul 
Dehn  th in ks  her 'ju s t su ffic ie n tly  in contro l o f he r rom an tic  longings to  snap  them  back  in to  
th e ir p roper p lace  as c lean ly  as she snaps the  p ince -nez back to  he r bosom '. [169 ] The 
pe rfo rm ance  in c iden ta lly  m a rks  he r la st fo r the c inem a  in a  pa rt w ith  a  thea trica l de riva tion  and 
it would be nearly  a  decade be fo re  she w as o ffe red  an  a ll-em b rac ing  s ta rring  ro le 
com m ensu ra te  w ith  he r ta len ts , and one w h ich  would ra ise  he r p ro file  again to  the leve l 
en joyed by A la s ta ir S im  in the  1950s.
S im 's  d ive rs ity  and ve rsa tility  as an a c to r is  ev idenced  in a qu in te t o f h is fiim s  from  the  
peak o f h is su cce ss  in the  ea rly  1950s until the  ea rly  1960s when  the  ro les m ay have  
d im in ished  in s ize  but gained in au tho rity  and sub tle ty . He dom ina tes the  na rra tive  o f L a u g h te r  
in  P a r a d is e  (1951) even  though  the  film 's  in tent w as  p robab ly  to  fea ture the fo rtunes o f the  
R usse ll fam ily , as th e y  c a rry  out the  w ishes  o f th e ir deceased  re la tive , in equal p roportion . 
T rue , S im 's  role is p o ss ib ly  the best, but, as a con tem po ra ry rev iew  notes, 'he m anages to  
m ake  m uch o f h is  m ate ria l sound  ra the r be tte r than it p robab ly  is '. [170 ] And, like  H u e  a n d  
C ry ,  it is  the sound o f S im 's  vo ice  tha t we hear in h is firs t scene  as he so lem n ly  d ic ta te s  h is 
la te s t tra shy  th rille r (B io o d lu s t .) to  h is  adoring sec re ta ry , M iss W ilco tt (E leanor S um m erfie ld ), 
before the cam era  a llow s  us to  see him . But he is  fa r from  happy m aking  a liv ing  w riting  lin es  
like  'a  convu ls ive  te rro r shook he r fram e and Pe ta l m oaned ', and gen tly  tu rns aw ay a  b ronze  
bus t o f S hakespeare tha t appears to  m ock h im . La ter in the  scene, when he d is co ve rs  he 
m ay be the w ea lthy bene fic ia ry  o f a  w ill and have  the opportun ity  to  w rite  lite ra tu re , he tu rn s  it 
round again, an am using  touch  w h ich  acco rd s w ith  the  op in ion o f an Am erican  re v iew e r w ho  
no ticed  h is 'g ift fo r crea ting  laugh te r ou t o f the m ost in s ign ifican t gestu res '. [171 ] T h e  D a ily
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C h ro n ic ie  no tices  in pa rticu la r h is  'iong, angu ished hands and h is vo iub ie  eyebrow s [w h ich ] 
a re a lw ays  new  and a lw ays as ton ish ing ’, and are m uch  in ev idence  in tw o  subsequen t 
scenes when S im 's  cha ra c te r trie s  to  ge t h im se lf a rrested . [172] In the  firs t, h is a ttem p ts  to  
stea l jew e lle ry  from  a departm en t s to re  a re thwarted  by crim ina ls , and when he is deta ined  by 
in -house  de te ctives  he d isco ve rs  he has been robbed - he sw ive ls  round in a  flu ste r, 
dem ands com pensa tion , flapp ing a t h is  pocke ts  and the irs . Naom i S im  rem em bers th a t 'he 
w as a lw ays  ra the r proud o f h im se lf fo r having  been able to  do  the long and com p lica ted  sho t 
in one ta ke '. [173] B e tte r ye t is a  second  scene where  h is  repeated p repara tion  to  sm ash  a 
shop  w indow  w ith  a  b rick  is  in te rrupted until, a t h is fou rth  a ttem pt, he s tands w ith h is  b a ck  to  
the  p rem ises, cove rs  h is  face w ith  one hand and hurls  the  b rick  o ve r h is  shou lde r w ith  the 
o the r. The im p re ss io n is t A lis ta ir M cG ow an th in ks  tha t 'e ve ry  reaction  is  p lo tted  so  
ca re fu lly ...the  w o rry , the  desire , the fear. I'm  su re  tha t m ust have com e from  a know ledge and 
adm ira tion  fo r those  s ile n t com ics ', w h ile  N igel H aw thorne, who is  a lso  apprec ia tive  o f S im 's  
com ic  expe rtise  in th is  scene , be lieves th a t the  a c to r's  fina l gestu re  upon being apprehended 
by a  po licem an and crow n ing  him  w ith  h is  um bre lla , w as h is own idea, independen t o f the 
sc rip t. [174 ] A lthough the  film  undoub ted ly re lies on a  d isp la y o f S im 's  fam ilia r m anne rism s  
and pe rsona lity , it is a lso  dependent on the  con tribu tions o f an ensem b le  ca s t w ith  w hom  S im  
o ften  in teg ra tes, a lthough perhaps it is s ign ifican t tha t h is m ost m em orab le  scenes, inc lud ing  
those  ju s t m entioned, show  him  w o rk ing  m ost o f the  tim e  on h is  own. Th is  is  e ven  m ore  
apparen t in A n  In s p e c to r  C a lls , w here  h is  bogus po licem an p ricks  the  consc ie n ces  o f a 
w ea lth y fam ily . O f cou rse  it is necessa ry  tha t h is cha ra c te r questions each  m em be r o f the 
g roup  in o rde r fo r the  na rra tive  to  p roceed, and wh ile  S im  is in the ir com pany he dem ons tra te s  
an im p re ss iv e ly  in tense  obse rva tion  o f them  as they  b ic ke r am ongst th em se lve s , a  dour 
sm ile  p lay ing  a round  h is  lips. H ow ever he rem a ins an en igm atic  ou ts ide r, and it is  h is  final 
w o rd le ss  scenes , w here  he is g lim psed  apart from  the  o thers, rock ing  in a  cha ir and sm ilin g  to 
h im se lf, w h ich  te ll so v iv id ly . The e ffe c t o f h is p resence  is  so  powerfu l tha t one o f the  m ost 
s trik in g  im ages in the film  rem a ins the  last, o f an em pty rock ing  cha ir, now  abandoned, once  
h is  'In spe c to r Poole ' rea lises the fam ily  know  he is  a fraud . H is apparen t sepa ra teness  from  
the  res t o f the  ca s t crea tes  an ange lic, a lm ost o th e r-w o rld ly  charac te r. A s  C aro line  Lejeune
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noted a t the  tim e , S im  seem s to  do 'p ra c tic a lly  noth ing ve ry  charm ing ly ; he has a  de ligh tfu l 
w ay o f m aking  a  ce les tia l bell go p in g  w heneve r he appears ', a t once  a tribu te  to  h is inv is ib le  
techn ique  and sc reen  charism a. [175]
A fte r the  s tilln e ss  and a lm ost s ta tic  qua lity  o f S im 's  pe rfo rm ance  in A n  In s p e c to r  C a lls ,  T h e  
G re e n  M a n  p resen ts one o f h is  m ost live ly  both ve rba lly  and phys ica lly . He e ffo rtle ss ly  
conveys  the  sch izoph ren ia  o f an a lte rna te ly  engaging and ru th le ss ly  de term ined  a ssass in . In 
now -typ ica l S im ian  fashion , the p ream b le  to  the m ain na rra tive , w here  h is vo iceove r te lls  us 
how  he d isposed  o f h is  p revious v ic tim s , ex tends to  a round th ree o r fo u r m inu tes o f sc reen  
tim e  be fore  the  cam era  a llow s us to  m a rry  the  face  w ith  the vo ice  o f h is  characte r. In th is  
sequence he p resen ts us w ith  va ria tions  o f H aw kins as a young  m an w ith  ha ir (!), a  M ex ican  
w ith  a  th in  m ous tache  and w ide -b rim m ed hat, and as a  su ited  bus iness -type  w ith b lack, th ic k - 
rimm ed spec ta c le s . The sa tis fa ction  w ith  w h ich  he d ispa tches pom pous au tho rity  figu res 
would have  appea led to  the  acto r, but the  a ssass in a tio n s  are som ewhat iron ic  in the con te xt 
o f S im 's  p ro fess iona l life  as he w as h im se lf becom ing  part o f an es tab lishm en t w h ich  h is 
cha ra c te r seem s on ly  too  inten t to des troy. It can  be no acc iden t tha t h is  ve ry  firs t w o rd s in 
the  film  - 'Ah, schoo l days...the  happiest days o f one 's  life ' - re fe r back  to  a past trium ph , T h e  
H a p p ie s t  D a y s  o f  Y o u r  U fe , w ith  w h ich it is  connected  in m ood and fee ling . In th a t film , and 
L a u g h te r  in  P a ra d is e ,  as Sue H arper and V incen t P orte r have observed :
the  trad itions o f o rde r are d isrup ted , and the  c lassbound  p ro tagon is ts  have 
to  d isp la y fle x ib ility  in the face  o f en fo rced  soc ia l change o r legal challenge. 
C inem agoers w ere able to  laugh a t the  m isfo rtunes o f the pom pous while  
sym path is ing  w ith  the soc ia l s trugg les  o f the tim id . [176]
In T h e  G re e n  M a n , S im 's  a ssass in  fa ils  to  e lim ina te  se lf-im po rtan t tycoon  G regory U psho tt 
(R aym ond H un tley) who is saved by bum b ling  vacuum  c leaner sa le sm an  W illiam  B lake  
(George Co le ).
S im  is  p a rticu la rly  adept a t te lephone ca lls  and the  film  show cases a  num ber o f exam p les. 
The fin est is a  scene w h ich  was apparen tly  im p rov ised  on the se t be tw een  S im  and G eorge
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Coie when the  la tte r com es  to  report h is find ing o f a  body. S im  to ld him  to 'fo rge t abou t iines. 
Ju s t do yo u r dam nedest to  get to  the  phone and sa y  w ha teve r you  would say in the  
c ircum stances  and  I w ill do  the  sam e and m anage to  p reven t you '; Naom i S im  re cords tha t 
the resu lt w as 'like  a beau tifu lly  choreographed  little  dance '. [177] O thers were le ss  conv in ced  
by S im 's  m ethods . In h is  au tob iography Terry -Thom as, w ho appears in the second  ha lf o f the  
film  as B ough tflow e r (in h is  fam ilia r screen  persona), ca lls  it
an expe rie nce  to  co llabora te  w ith A la s ta ir S im . You neve r knew  e xa c tly  what 
he w as going  to  do, and neither, I fe lt, did he. M y persona l opinion w as tha t ha lf 
the tim e  he cou ldn 't m ake  up h is m ind how  to  p lay the  pa rt w ith  the resu lt tha t 
h is pe rfo rm ance  w as ra the r fey. [178]
H ow eve r th is  v iew  m ust be countered  by one recen t a ssessm en t w h ich  cons ide rs  the  ro le 
one 'o f rare gen ius ' and tha t the  ac to r on th is  ev idence  w as 'the finest B ritish  sc reen  com ed ian  
o f the sound e ra '. [179] it is  in the fa rc ica l scenes  tow a rd s  the end o f the film  w here  S im  
seem s pa rticu la rly  in h is e lem ent. He is  s ta rtled  by the  lad ie s ' trio  in the  lounge o f the  hote l - 
im m ed ia te ly  e vok in g  a  s im ila r scene  w ith a s tring  qua rte t in F o lly  T o  B e  W is e , and even  the  
restau ran t scene  in B r ie f  E n c o u n te r  (1945) - and a t once  decides  to  befriend them  w ith  such  
w ittily  de live red  lin es  as 'I d on 't th ink  I've  eve r heard a trio  p lay w ith such  b rio ', and 'in  fa c t, I 
w as wondering  a fte r tha t pe rfe ct andantino w he ther I m igh t o ffe r you a  little  v ino '. The  'v in o ' is 
g ra te fu lly  accep ted  as they a ll roar w ith laugh te r and ta lk  a t the  sam e tim e . The sk ill o f S im 's  
pe rfo rm ance  is  revea led  in h is  changes o f exp ress ion  from  th is  spa rk ling  jo v ia lity  to  a  dour 
and purpose fu l de te rm ina tion  a m oment la te r when he resum es h is  plan to  d e s tro y  S ir 
G eo ffre y U psho tt, h is s in is te r in tent on ly  som ewhat redeem ed by h is concern  tha t the  la d ie s ' 
trio  should not pe rish  in the  bom b blast.
In S c h o o l fo r  S c o u n d re ls  (1960) S im  p lays h is fina l te a che r fo r the c inem a, a  com fo rta b le  
pedagogue w hose  brooding  pe rfo rm ance  hovers o ve r a  film  w h ich  really  be longs to  the 
con te s t between  pu t-upon  innocent H enry P a lfrey (Ian C arm ichae l) and the  supe r-con fiden t 
cad  R aym ond  D elauney (Terry-Thom as) fo r the a tten tions  o f April (Jane tte  S co tt). S im
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fea tu res as a k ind  o f referee and stands in fo r the  autho r S tephen P o tte r him  self, fam ous fo r 
the  one-upm ansh ip  books upon w h ich  the  sc rip t is based. Thus he exe rts  a so rt o f 
un im peachable  m ora l au tho rity  upon the na rra tive  until its  unexpected conclus ion . O nce  
again, in S im 's  firs t scene  we can c lea riy  hear h is lectu re  in p rog ress, as P a lfre y en te rs the  
L ifem ansh ip  co llege , before we see him  in the  hall, leaning on a le cte rn  and address ing  h is 
s tuden ts, m aking  them  laugh and th in k hard about the cou rse  they  are about to  undertake . 
The next scene , w h ich  fo llow s a fte r a  b rie f fade, is  m ore in tim a te ly  se t in P o tte r's  s tu dy as he 
lis te n s  to  P a lfre y 's  reasons fo r enro ling  a t h is  schoo l. S im  p resen ts  a s trik in g  con tra s t to  the 
uneasy  P a lfre y  w hom  he gently  m anages to  ou tm anoeuvre. He appears u tte rly  re laxed a s  he 
s its  in an a rm cha ir about to  en joy h is  cup  o f tea , sm oking  a fa t ciga r, h is  unconventiona l sh o rt 
tie  loose ly  a rranged  a round  h is neck, both em b lem s o f the  cha ra c te r's  p ro fess iona l su cce ss  
and e ccen tric  ind iv idua lism . A t th is  stage  P o tte r is ve ry  m uch  'one-up ' on h is pupil. T h is  
re la tionsh ip  beg ins to  change as P a lfrey lea rns the se c re ts  o f P o tte r's  a rt, and is  beau tifu lly  
illus tra ted  by the  second  tenn is m atch  scene  where P a lfrey trounce s the  in c reas ing ly  
apop lec tic  D e launey. S im  hard ly fea tu res in the  scene  a t all, but one is  cons tan tly  m ade 
aware o f h im  p lay ing  a d isc ree t so lita ry  gam e o f croque t on an ad jo in ing  lawn, the  cu ts  back  to  
h im  revea ling  a  p lay fu l d isgu ise  (o f a  m oustache , spec ta c le s  and a dee rs ta lke r) as  he 
em erges  from  behind  a bush to  observe  the  o the rs o r ju s t ta ke s  a  m om ent to  lis ten  to  them . 
The  on ly  d ia logue  invo lv ing  S im  o ccu rs  a t the  end o f the  scene  when h is  cha ra c te r con fe rs  
the  L ifem ansh ip  ce rtifica te  upon h is  pupil w ho  is rap id ly  los ing h is in fe rio rity  com p lex. 
E ve ry th ing  e lse  is  conveyed  by 'lo oks ', nods, g lances and, a t the end, a  tap  to  P a lfre y 's  
bowed head w ith  P o tte r's  tass led  m orta r board, an unexpected  ritu a lis tic  gestu re  w h ich  
s ign ifie s the  fo rm e r's  accep tance  o f h is  aw ard. Chas. M acLaren  e spe c ia lly  en joys S im 's  
po rtraya l o f P o tte r, w h ich  b rings to  the scene  'an au tho rity  tha t is  rich  and a lm ost m ys tica l. 
C haucer, I be lieve , wouid have described  [itj as m a is tr ie .  A t all e ven ts  it is  som eth ing
prec ious, ind iv idua l and ex trem e ly  ra re '. [180 ] H ow eve r S im 's  ca sua l de tachm ent is
underm ined  a t la s t in h is  fina l scene  w here  P a lfrey decla res h is  love  fo r A pril and 's in ce rity
rea rs its ug ly  head ’. Fo r love is the  one th ing  o ve r w h ich  L ifem ansh ip  has no power.
Dum bfounded, S im  addresses  the  cam era  d ire c tly , and as the  sub -R achm an inov  rom antic
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sco re  sw e lls  on the sound track, he ye lls  fo r the o rches tra  to  stop, but fa ils  and departs , 
leav ing the cam era  to  concen tra te  on the love rs ' k iss  as the  film  ends. The scene  w o rks  
b rillia n tly  in the con text o f the  film  as it is  so  unexpected  and a lso  p roves tha t the  ra ther sm ug 
pedant o f the opening scenes  is  vu lne rable a fte r all. Fa r from  creating  a  m ere  subs id ia ry  
charac te r, S im 's  S tephen P o tte r seem s to  be instrum enta l in holding the entire  fab ric  o f the  
na rra tive  in p lace, fo r w ithou t h im  it co llapses. The ep ilogue (under the c red its ) sh ow s 
D e launey on h is  w ay to  P o tte r's  schoo l to  sharpen  up h is  L ifem ansh ip  s k ills , re turn ing  us, in 
c ircu la r fash ion , to  the film 's  opening sequence.
In the sam e w ay, S im 's  w ily  law yer, Ju liu s  S agam ore , m ay  not be the  m ost p rom inen t 
cha rac te r o f T h e  M ill io n a ir e s s  (1960), but he is hugely m issed  when absen t from  the  sc reen . 
T h e  T im e s ' c ritic  th in ks  he 'h o ve rs  about enveloped as in a  c loak  [o f] benign, unscrupu lous 
cunning '. [181] T h e  H o lly w o o d  R e p o r te r  cons ide rs tha t he 'o ve rp la ys g randly, m aking  up to  
som e exten t fo r M iss  Lo ren 's  hes itancy ', and D ilys  Powe ll com m ends h is  's ly  po rtra it o f the  
im pertu rbab le  law ye r' w h ile  bem oan ing Sophia Lo ren 's  com pa ra tive  la ck  o f 'com ic  au tho rity '.
[182] H owever, if S im  m anages to  stea l scenes away from  the  re la tive ly  inexperienced  Loren , 
P e te r Se lle rs , in the ir on ly  m a jo r encounter, p roves not to  be as overawed . The in itia l scene  o f 
the film  fa sc ina ting ly  con tra s ts  the  beauty and po ise  o f Loren  w ith  S im 's  cha ra c te ris tic  voca l 
de live ry  as he da rk ly  in tones the  w ill o f E p ifan ia 's  (Loren) deceased  fa the r, as bo th  com pete  
fo r v isua l and aura l a tten tion . A squith , the d irecto r, beg ins w ith a c lose -up  on Lo ren  
(underpinned by d ram a tic  and rom antic  m usic) and s low ly  pu lls  back to  a  m edium  shot, w h ile  
S im  is  shown ris ing  to  h is fee t to  speak in a  m edium  long sho t w h ich  s low ly  zoom s in to  a  
c lose -up  on h is  face . H ow ever, a t the peak o f the  zoom  the  a c to r s its  down (on h is  las t w o rd  
'dead ') and ra the r than fo llow  him  the  cam era  tilts  upwards to  a  painting on the wall, the e ffe c t 
o f w h ich  is to  d raw  equal w e igh t to  both pe rfo rm ances. The c red its  w h ich  fo llow  h in t at S im 's  
im portance to  the  na rra tive , h is  nam e placed a fte r S e lle rs  and Loren. H is  next scene , a t h is  
o ffice , es tab lishes a m ore c landestine , low -key love  a ffa ir between S agam ore  and h is  
se c re ta ry  M urie l (Pauline Jam eson ) w hich  para lle ls  the m ore s ign ifican t one between S e lle rs  
and Loren. H ow ever Loren em erges second  to  S im  when it com es  to  ve rba l banter. In the  
fo llow ing scene  when she com es  to  con fron t her ex-husband  and h is  m is tre ss  a t the ir fla t,
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Loren can on ly  snarl in su lts  a t them  while  S im , w ith  cha ra c te ris tic  aplom b, p re tends to  share  a  
jo ke  one m om ent ju s t to  dec la re  the next, w ith a  broad sm ile , tha t he w ill see them  in court. A  
la te r sequence  w ith  Loren re tu rns us to  the ir in itia l m eeting, a lthough th is  tim e  S im  stands 
beside  the  seated  Epifan ia, p h ys ica liy  separated  from  the re s t o f h is  board o f d irecto rs , now  a 
condu it fo r the  w ishes o f he r own w ill, but on top  o f a  s itua tion  he is de term ined  to  save. S im 's  
fina i act is  to  se cu re  the  jo bs  o f h is d irecto rs, re tain the  a ffection  o f h is se c re ta ry  and ensure  
the  reuniting o f K ab ir (S e lle rs) and Epifania, w h ich  a llow s the expected  happy ending. 
A lthough  not pa rticu la rly  su ccess fu l c ritica lly  o r com m e rc ia lly , T h e  M ill io n a ire s s  is  an 
ind ica tion  o f the kind  o f plum  ro les S im  m ight have been o ffe red  in the  in te rna tional film s  o f the 
1960s had he chosen  tha t pa rticu la r option in h is  subsequen t ca reer.
For M argare t R u therfo rd  it w as the apparen tly in s ign ifican t roie o f M iss  M arple w hose  
enorm ous su cce ss  hastened  he r opportun ities fo r appearances in the  in te rnational co ­
p roductions o f the  tim e . W hat is  a lm ost fo rgotten  now  is  tha t he r re -em ergence  as a s ta r 
cha ra c te r p la ye r nea rly  d id not happen. She had m isg iv in gs abou t the  part, te lling  G w en 
Robyns: 'I neve r w anted to  p lay M iss  M a rp le ...it w as  s im p ly  tha t I neve r found m urder 
am using ', and on ano ther occasion  she adm itted: 'I do not like  m urder. It has an a tm osphere  I 
have  a lw ays found uncongenia l', an understandable rese rva tion  in the  ligh t o f her ea rly  life.
[183 ] in  add ition , a lthough  R u therfo rd  did not know  it a t the tim e , A ga tha  C hris tie , w ho  had ju s t 
so ld  the righ ts  to  MGM  and hoped they would m ake  a te le v is io n  se ries, w as fa r from  happy 
w ith  her p roposed  cas ting  as the  am ateur sleuth. H ow ever, friends  persuaded  the  a c tre ss  o f 
the cha ra c te r’s m ora l value , and she w as won o ve r by the  'gen tleness and s in ce rity ' o f 
d ire c to r G eorge P o llock, to  sa y noth ing o f the fa c t tha t, due to  p rob lem s w ith  the  taxm an , she 
needed the m oney. [184] She becam e the  th ird  a c tre ss  to  po rtra y  M iss  M arp le, and the firs t 
on ce llu lo id  (a fte r B arbara  M ullen on the  s tage  in the  1940s and G ra c ie  F ie lds on U .S. 
te le v is ion  in 1956), and such  w as the  im p ress ion  she  crea ted  w ith  c ritic s  and pub lic  a like  tha t 
he r in te rp re ta tion  o f the  ro le has long been regarded as de fin itive . Jon  Tuska , fo r instance , has 
ca lled  the  se ries  'am ong  the  fin es t de tective  film s  in genera l and those  featu ring  fem a le  
inves tig a tions  in pa rticu la r' and he a lso  be lieves tha t the  resu lt o f R u the rfo rd 's  sc reen  portraya l 
w as to  e ffe c t 'sub tle  changes in th e  fic tiona l cha racte risa tion ' in C h ris tie 's  subsequen t nove ls .
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[185] The a c tre ss 's  po rtraya l w as helped by the w rite rs  (D avid  P ursa li and Ja ck  Seddon) w ho  
enabled her to  p ro jec t a  tougher cha ra c te r than envis ioned  by C h ris tie , inco rpora ting  her own 
personal id io syn c ra s ie s  into  s to ries  som etim es o rig ina lly  in tended fo r H ercu le  P o iro t and 
inventing the  ro le o f M r S tringer, fo r her husband, S tringe r D avis , as her fa ith fu l s id e k ic k . 
R u therfo rd 's  s u cce ss  is  as m uch due to  th is  freew hee ling  adaptation as her own in jection  o f 
em otion and hum ou r in to  ra the r routine w hodun its, and rem a ins the  u ltim a te trium ph  o f 
pe rfo rm ance  o ve r d ire ctio n  and scrip t. [186] A s A lbe rt W atson  has observed , the  cha ra c te r is  
'p roo f pos itive  th a t he roes don 't have  to  be m ale, young  and a th le tic ' and the  ke y  to  
R u the rfo rd 's  in te rp re ta tion  is  found in a  descrip tion  o f he r by M e lv in  M aadocks who w rite s  
that:
O ne  had an im p ress ion  o f frum py  ha ir fringed above  baleful eyes and a 
pe rm anen tly  reproach fu l m outh. A  fo rm idab ly  b lo cky  to rso  s tands d raped in 
a regu la r ta rpau lin  o f a  sw ea te r, descend ing  o ve r a  tw eedy s k irt o f indefin ite  
leng th  beneath w h ich  p rotrude  tw o  dange rous ly  th in  legs based hopefu lly 
upon sensib le  w a lk ing  shoes. The e ffe c t is  o f a  w a rm ly  bundled English  
bulldog. [187 ]
One o f the  m os t s trik in g , and su rp ris ing , o f R u the rfo rd 's  scenes, to  w h ich  I have  a lready  
referred, o ccu rs  in M u rd e r  S h e  S a id  when she appears as a  tra ck la ye r on a ra ilw ay line 
'd isgu ised  in a  fo rage  cap  and a  ro tund se t o f o ve ra lls  tha t m ake  her look like  the  M iche lin  
m an 's s is te r' as A lexande r W a lke r m isch ie vous ly , though accu ra te ly , describes her. [188] 
The cos tum e  p ro je c ts  an un like ly  asexua l im age and em phasizes  the  swapping  o f gender 
ro les w ith  he r screen  (and real life ) partner, S tringe r D avis . In fac t he r a ttire  p roves to  be an 
im portan t a spec t o f he r pe rfo rm ance  th roughout the  se ries , from  her rid ing habit in M u rd e r  a t  
th e  G a llo p  to  he r im p re ss ive  naval ou tfit w h ich com m ands so  m uch a tten tion  in the  open ing 
scenes  o f M u rd e r  A h o y !.  M u rd e r  M o s t  F o u ls ve ry  th ea tric a lity  a lso  d raw s a tten tion  to  her 
d ress sense , from  the  business like  tweed  su it in the  ea rlie r sequences to  an extra o rd ina ry  
ensem b le  la te r on, w h ich  inc ludes a shape less low -necked  crea tion  w ith  a  large w oo llen
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bauble resting  w here  one wou ld  e xpec t c leavage, an a lm os t litera l den ia l o f he r sexua lity . The 
continual innuendo in the d ia logue underlines th is  im press ion . W hen show ing  M iss M arp le to  
her room , the land lady 's  parting  sho t is  'and no m ale ca lle rs  ups ta irs !'. T h e  ve ry  idea !', one is  
supposed  to  th ink. And  ye t the  film s  a lso  p lay w ith  the  idea o f her fem in in ity  as her un like ly  
e x te rio r is  a ttra c tiv e  enough fo r cha rac te rs  p layed by Jam es R obertson  Ju s tice  and Robert 
M orley to  p ropose m arriage  to  her. If she had jo k in g ly  thought he r pe rfo rm ance  in T h e  
H a p p ie s t  D a y s  o f  Y o u r  L ife  seem ed p ro to -fem in is t in in tent, the re  w as  no doubt about it now . 
[189] In one p rice le ss  exchange, the  d ism ayed  in spec to r C raddock  (C harles T ingw e ll) 
dec la res: 'O n ly  a  w om an 's  m ind, poss ib ly  on ly  yours , would have d ream t tha t one up ', to  
w h ich  she replies, gen tly : 'It m ay irrita te  you  inspecto r, but w om en som e tim es  have supe rio r 
m inds. You 'll s im p ly  have to  a ccep t it’. Indeed, he r tim ing  o f a  line and he r voca l range are 
exem p la ry  and va ried , as one m igh t e xpec t o f an e locu tion  teacher, from  b ris tlin g  ind igna tion  
to qu ie t au tho rity . C ha rac te ris tic  too  a re  her fac ia l d is to rtions. W hen  the  in spec to r in te rrup ts  
M iss M a rp le 's  d iscu ss io n  o f the  case  w ith  M r S tringer by a rriv in g  unannounced  a t he r home, 
she sc rew s  up he r face  as if to  sa y  to  S tringer, 'w e  m ust hum our h im '. Again, when she 
co rre c ts  C osgood 's  ve rs ion  o f he r nam e - he ca lls  he r 'M rs  M a rb le ' - she ven ts  her 
d isp leasure  by pu rs ing  toge the r her lips and m oving  them  up and down as few  o the r 
a c tre sses  could  w ith  the  sam e e ffec t. She is  a lso  p resented  w ith  phys ica l cha llenges 
throughou t the  se ries, m oun ting  a  ho rse  in M u rd e r  a t  th e  G a llo p  and ta k in g  pa rt in a  sw ord figh t 
in M u rd e r  A h o y !,  no m ean ach ie vem en t fo r an a c tre ss  in he r ea rly  se ven tie s!
B ut none o f these  a ttrib u te s  wou ld  be e ffe c tive  w ere  it no t fo r the  con tex t in w h ich  
R u therfo rd 's  pe rfo rm ance  is  set. H um our is  a v ita l ing red ient o f th ese  film s  as it m ed iates the 
po tentia lly  shocking  im pact o f the  m urders. In a  pecu lia rly  B ritish  fa sh ion  it is used  a t the 
m om ent o f tragedy. In M u rd e r  a t  th e  G a llo p , fo r exam p le , M is s  M arp le  has som e d ifficu lty  
pe rsuad ing a  ca lle r to  c lea r the pa rty  te lephone  line so  she  can report a  m urder. The com ic  
device is  e ffe c tive  in R u the rfo rd 's  hands and p resen ts  an instance  w he re  he r pe rfo rm ance  is 
both de libe ra te ly  am using  and an in tegra l pa rt o f her natural unstoppab le  e ccen tric ity . The 
hum ourous s la n t o f the  sc rip t a lso  a llow s  the cha racte rs  (and the v iew e rs ) to  absorb  and 
address o the r issues  w h ich  a  m ore se rious in te rp re ta tion  m igh t have  avo ided  in the  cause  of
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fa ith fu lness to  the lite ra ry  o rig inal. For instance, the re  seem s to  be a no ticeab le  m ove from  the 
upper crust A cken tho rpe  fam ily  o f the firs t film  in the se ries to  the m ore  ega lita rian  th ird  w h ich  
inco rpora tes a  w o rk ing  c la ss  ac to r like Jam es Bolam . H ow ever the fou rth  film  - M u rd e r  A h o y !
- re ve rses th is  trend  and reverts  som ewhat to  the m ood o f the firs t. In tha t film  - M u rd e r  S h e  
S a id  - Jam es  R obertson  Ju s tic e 's  inva lided pa tria rch  seem s to  rep resen t a  sym bo l o f the 
crum b ling  c la ss  sys tem  and is perhaps a m etaphor fo r the  a iling cond ition  o f con tem po ra ry  
B rita in  w ith  the co lla pse  o f the em pire  and its  o ld se lf-con fidence . Its  continuance  lies in the 
hands o f both Ronnie R aym ond 's  co cky  public schoo lboy and the  redoubtab le s u rv iv o r 
Ru therfo rd  he rse lf fo r w hom  past even ts - like  her w inn ing a ladies' go lf cham p ionsh ip  in 1921
- are recalled  as if th e y  happened recen tly . Bu t the  film  p ro jects  the  pe rvasive  sense  o f 
look ing o ve r its  shou lde r w ith  its  1930s te lephones, s team  tra ins  and cons tan t re fe rences 
back to  W orld  W ar Tw o. The s igh t o f a  d iese l tra in  going past a t one po in t is a  so le  concess ion  
to  the  p resen t on ly  tw o  yea rs  before D octo r Beech ing and the  G rea t T ra in  R obbery. B y 
con trast, M u rd e r  a t  th e  G a llo p  seem s like  the firs t o f the  se ries really se t in the  1960s, as I 
have ind icated  e lsew he re , w ith  K a tya  D oug las 's  spo rts  car, a  ie ie v is io n  se t and R u the rfo rd  
dancing 'The Tw is t' w ith  'a  m assive  en thusiasm  tha t m ay rem ind som e spec ta to rs  o f an 
ea rnest rh inoce ros rubb ing its  backs ide  on a  tree  tru nk '! [190] The m odem  practica l w o rld  o f 
police ca rs  is  p itted  aga in s t the  o ld -fash ioned  com m on sense  o f M iss M arple and M r S trin ge r 
w ho  tra ve l on a  b ic yc le  and tric yc le  re spec tive ly  o r in th e ir pony and trap . The th ird  film , 
M u rd e r  M o s t  F o u l, d ep ic ts  a  popular s logan o f the  m om ent, 'D rin ka  P in ta  M ilka  D ay ', on a  
pass ing  m ilk  floa t. M uch  m ore s ign ifican t is  a  R u therfo rd  line to the  in spec to r when she 
sweeps ou t o f h is  o ffice  w ith  'and a  M a rp le 's  w ord  is  her bond ', as it im m ed ia te ly  connec ts  
her, a lbe it unw itting ly , to  ano ther hero o f the  day. The line w as enough to  insp ire  C ecil W ilson  
to  describe  he r a s  'a  m aiden  aunt o f S herlock Bond' and P hilip  B radfo rd  to  w rite  a w ho le  a rtic le  
com paring  the  ra the r d iffe ren t personas o f M iss  M arp le  and Jam es Bond . [191 ] H ow eve r by 
M u rd e r  A h o y !  the  exuberance  o f the  ea rlie r film s  is  gone and the ach ing  evoca tion  o f old 
England, w ith  its  nava l ja rgon , sea  shan ties, m en tions o f N e lson  and T ra fa lga r and even  the 
sing ing o f R u le  B r ita n n ia !  w ith  ba re ly  a  tra ce  o f irony, p resen ts such  a  f in  d e  s p e c ie  
a tm osphere  in an odd ly  uneven p roduction  tha t m ust have appeared too  o ld -fash ioned  a t the
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heigh t o f the sw ing ing  s ix tie s . T h e  M o n th ly  F ilm  B u lle t in  ca lis  the  film  'e lem en ta ry  and le tha rg ic  
in the extrem e, th is  is ro ck-bo ttom  M iss M arple ', and ye t even here R u therfo rd  spa rk les , 
c ritic s  o f the tim e find ing he r s till 'irrep ress ib le ', her 's te rn  and sta rtled  face  a cq u irin g ] a  few  
m ore  c reases  and tw itch e s '. [192]
If R u therfo rd  is  le t down by sc rip t and d irection in these  film s , a  dec ided a sse t is 
undoubted ly Ron G oodw in 's  'M is s  M arple them e ' and incidental m us ic  w h ich  e ffe c tive ly  
con tribu tes  to  the  estab lish ing  o f m ood and the crea tion  o f characte r. V a ria tions  on  the 
cheerfu l, bouncy them e are heard th roughout the  se ries  and help to  bond the  m us ic  and the 
cha racte r, w h ich  has the  im pac t upon the v iew er o f even  g rea te r iden tifica tion  w ith  her. 
G oodw in a lso  finds the insp ira tion  to  com pose recurring  m otifs  fo r som e o f the  o the r 
cha racte rs  like  C o ra  (whom  we neve r m eet as she is  im persona ted  by F lo ra  R obson ) in 
M u rd e r  a t  th e  G a llo p  o r the spooky E va  (A lison Seebohm ) in M u rd e r  M o s t  F o u l. H is  s im p le  
use  o f woodw ind , s trin gs  and c lav icho rd  are m emorable  and d is tin c tive . The h igh ligh t o f his 
w o rk  (apart from  the  them e itse lf) m ust be a soph is tica ted , ra the r do le fu l, sub-baroque  fugue 
in M u rd e r  A h o y !, w here, as the  va rious  m urder suspec ts  creep  a round  the  sh ip  unaw a re  o f 
one another, th e y  a re identified  in the  sco re  by d iffe ren t in s trum en ts , each fuga l en try  
co rrespond ing  m ag ica lly  w ith  the separa te  screen  appearances o f the  cha racte rs .
It should be noted too  th a t R u therfo rd 's  pe rfo rm ance  as M iss M arp le  encourages  and 
deve lops the poten tia l fo r o the rs, inc lud ing  se ries regu la rs C ha rles  T ingw e ll and S trin ge r D av is  
and a lso  Jam es R obertson  Ju s tice  in M u rd e r  S h e  S a id , R obert M orle y and F lora R obson  in 
M u rd e r  a t  th e  G a llo p , Ron M oody in M u rd e r  M o s t F o u l and  Lionel Je ffrie s  in M u rd e r  A h o y !.  
And if the  e ffe c t w as  to  gain he r en try  to  international p roductions like  O rson  W e lles ' C h im e s  
a t  M id n ig h t  o r C harles C hap lin 's  A  C o u n te s s  F ro m  H o n g  K o n g  and a  p ro longed  ca ree r, the 
downside  w as tha t M iss M arp le 's  ve ry  popularity o ccas iona lly  coun ted  aga inst her. Fo r 
instance , C ha rle s H igham , who critiq ues  the  variab le  pe rfo rm ances o f C h im e s  a t  M id n ig h t , 
conc ludes  tha t R u the rfo rd 's  M is tre ss  Q u ick ly  'e vokes un fortunate  m em ories o f M iss M arp le ', 
bu t h is com m en ts  are su re ly  d isp roved  by the a c tre ss 's  fin e ly  nuanced  cha rac te risa tio n  w h ich  
runs the gam u t from  her energy and am usem ent a t the  an tics  o f F a ls ta ff in the  ea rlie r scenes  
to her m easured  so rrow  at h is  passing , her com ica l ch ins, so  ev iden tly  on d isp la y in the M iss
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Marpie film s, now  concea led  by the  period  costum e. [193]
A las ta ir S im ’s Ind ian sum m er as a cha ra c te r a c to r is best illu s tra ted  by tw o  pe rfo rm ances 
from  te lev is ion . The tw o  cha ra c te rs  he p lays  are both figu res  o f the  estab lishm ent, a  judge  
and a genera l, bu t cou ld  no t em erge  m ore d iffe ren tly . H is M r Ju s tice  Sw a llow  gave  him  the  
opportun ity  to  deve lop  a  pe rfo rm ance  o ve r th ree  se ries and nineteen ep isodes between 1967 
and 1971 in M is le a d in g  C a s e s ,  h is  on ly  s itcom . He p res ides o ve r a  cou rt where, to  h is  de ligh t 
and fru stra tion , w rite r and  e terna l litigan t A lbe rt H addock (R oy D o trice ) p resen ts va rio us  
m oral d ilem m as, a  w e lcom e  ton ic  fo r the  judge com pared  to  the m ore  ted ious ca ses  he 
usua lly  has to  ove rsee . N a tu ra lly  H addock can  re ly  on a sym pa the tic  hearing, how eve r 
absurd  the c ircum s ta n ce s , and Sw allow  in va riab ly  ru les in h is  favour. P rio r to  m ee ting  the  
actor, p roduce r/d ire c to r John  Howard D avies adm its  to  being ra the r in aw e o f S im , how eve r 
he found him  'g rac ious , de ligh tfu l, ve ry  funny and com p le te ly , u tte rly , re laxed '. [194] H ow ard  
D avies a lso  re ca lls  tha t a t the  firs t readthrough S im  no ticed tha t the pa rt w as som ewhat la rge r 
than he had hoped w ith  its  pages o f sum m ing  up a t the end. So the  ac to r, qu ite  casua lly , 
ripped them  ou t o f the  s c rip t te liing  h is p roduce r/d ire c to r tn a i he couia a ch ie ve  a  m uch be tte r 
result w ith  a 'lo o k ' o r tw o . [195 ] And it is to  the  cred it o f H oward  D avie s  th a t S im 's  sugges tions  
p revailed , as seen  in the  fou r ep isodes o f the  se ries  w h ich  su rv ive . These  exh ib it a  ce rta in  
quain tness and charm  in com parison  w ith som e o f the  less soph is tica ted  s itcom s  o f th e ir e ra  
and seem  in re tro spec t like  a  reaction aga inst the  p reva len t popu la r cu ltu re , as cha ra c te r and 
eccen tric ity  a re  p riv ileged  o ve r you th  and em pty g lam our. In the  1967 episode  'Is  B rita in  a 
Free C oun try? ' the re  a re re fe rences in the opening scene, se t on H am m ersm ith  B ridge , to  
m in i-sk irts , sw ing ing  London  and C arnaby S tree t, but it is H addock 's  an tics , both ou ts ide  and 
ins ide the  courtroom , as the  m idd le-aged w rite r who is  s till young  a t heart, and Sw a llow 's  la te r 
judgm ent upon them , w h ich  a ttra c t ou r in te rest. The fasc ina tion  o f the  se rie s  lies in its  a b ility  to  
function  in both conse rva tive  and radica l fash ion  at the sam e tim e . Thus  the  e c ce n tric ity  o f 
m any o f the cha rac te rs , in w hose com pany S im  a lw ays  seem s a t hom e, and H addock 's  
unorthodox m ethods in cou rt are con trasted  w ith  the conven tions  o f the  s itua tion  com edy  
w h ich  d ic ta te  a  fo rm u la ic  s tru c tu re  to  ensure  con tinu ity  and aud ience  iden tifica tion . 
A cco rd ing ly , e ve ry  ep isode  is  d iv ided  into tw o  sections, the  firs t o f w h ich  p rope ls  the na rra tive
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tow ards the s itua tion  w h ich  w ili dete rm ine  H addock 's  tak ing  iegai ac iio n , and the  second  
w h ich  is a lw ays se t in the  courtroom . There  rem a ins a ra ther odd d is ju nction  between  the tw o , 
and the triv ia litie s  o f A lbe rt H addock and h is  w ife  F lo rence (A v is  Landon) in the  opening 
scenes can som etim es feel p ro tracted  before we reach the  com p lex but h igh ly  en te rta in ing  
legal banter o f the second  half. S im , as the  judge , appears no ticeab ly  o lder, but se em s 
una ffected by being re stric te d  behind h is  desk , and dom ina tes the  p roceed ings as he is  
positioned  phys ica lly  above  the o the rs in the  courtroom , and even when he does not speak, 
the cam era  ca tches  m om enta ry  nuances o f e xp ress ion  in h is face  and gestu re s  as he re ac ts  
to  the  in trica c ie s o f the  ca se  in p rog ress. The 1967 episode  show s him  a t the  cou rt o f appeal 
in the  com pany o f tw o  o the r judges w ith  whom  he shares de libe ra tion , but th is  o n ly  in creases  
the  opportun ities fo r him  to  support the  unconven tiona l H addock, to  the  irrita tion  o f the  s te rn  
Judge  A dder (John  W e lsh ). S im  laughs w ith  urbane and irre ve ren t benevo lence , o ften  
answ e rs  fo r H addock and a t the m om ent o f judgm ent tu rns  to  h is  co lleagues on the  bench, 
ad justs  h is  w ig, then  w aves , nods and sm ile s  a t H addock as if to  ind icate  to  h im  th a t he has 
a lready won the  case  in advance  o f the sum m ing  up! A s  the  s to ry  concludes and the  c red its  
begin to  roll, the  cam era  cu ts  to  the  am used  face  o f Swallow , g iv ing  us little  doub t w ho is  the  
s ta r o f the  show . The su rv iv in g  ep isode o f the  1968 se ries, ’R igh t o f W ay', ta ke s  g rea t deligh t 
in a  parody o f the  H o llyw ood  film  industry  as ev id enced  in the  opening gam b it w here  H addock 
and  h is  w ife  s tum b le  on to  a  film  se t on ly  to  have  an e lephant s tep  on th e ir po rtab le  tape 
recorder! Again, S im 's  de light a t the  subsequen t hearing is  re flected  in h is benign  sm ile , h is  
ab rup t and com ica l changes o f exp ress ion , h is handling o f p rops like  pens o r spec ta c le s , and, 
m os t o f all, in the  tim ing  and de live ry  o f ind ividual lines w h ich  m akes  them  m ore  am us ing  than  
th e y  seem  on the  p rin ted  page, as well as a llow ing  them  to  acqu ire  an e x tra  venee r o f legal 
ve ra c ity . S umm ing  up, he a sse rts  tha t u ltim a te ly  op in ions do not m a tte r ('It is  e ith e r a  fa c t o r it 
is  not a  fa c t') and H addock canno t be b lam ed as  he is no t a  law yer, 'bu t w hy  S ir Joshua  
[Thorley  W a lte rs ] w ith  h is  w ea lth  o f legal know ledge  shou ld  w aste  th is  co u rt's  tim e  w ith  the 
'op in ions ' o f w itnesses  [laughs then looks exaspe ra ted ] I ju s t don 't understand ' [aud ience  
laugh te r as the  judge  underm ines the  p rosecu ting  counsel once  m ore]. The 1971 se rie s  is  in 
co lou r and a lso  m anages to  be a  little  fre e r w ith  the  s tru c tu re  o f the show , a llow ing  scenes  in
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Som erse t H ouse and a dental su rge ry  as well as epilogues a fte r the courtroom  scenes. The 
firs t finds H addock in troub le  w ith  the  ta x  au tho rities to  whom  he has sen t h is  rem ittance  on  a 
cheque ins ide a bo ttle  w h ich  shou ld  reach  them , by the  'usua l channe l' (The Tham es). A fte r 
th ree  yea rs  the  cruc ia l re la tionsh ip  between Haddock and Sw a llow  is  en te rta in ing ly  re ­
es tab lished  to  the obv ious p leasure  o f the  s tud io  audience, as the  judge a sks  a fte r h is w e lfa re  
and tha t o f H addock 's  w ife , w h ile  the  defendant com p lim en ts the judge  on h is you th fu l 
appearance . But, if anyth ing , the  show 's  final ep isode, 'R egina  V e rsus  S ag itta riu s ', is e ven  
m ore sk ilfu lly  developed, g iv ing  S im  eve ry  opportun ity  to  d isp la y h is  m any m anne rism s  
am ongst an e xce lle n t cas t w ho  dem onstra te , as had S im  in h is  you th, tha t m ino r cha ra c te rs  
can  ca rry  the  burden o f na rra tive  in te res t as m uch as the  nom ina l s ta rs . E spec ia lly  
m em orab le in th is  s to ry , about the  e ffe c tiveness  and in fluence  o f a s tro logy and the s to c k  
m arke t, are S im 's  reactions  to  the  w itn ess  s ta tem en ts o f hearty  dog-b reeder F reda  H ic ks  
(June  Jago) and financia l e xpe rt S ir R ichard  P artridge (John  C leese). It is  p a rtic u la rly  
in te resting  to  w a tch  C leese , w ho apparen tly  accep ted  th is  sm a ll ro le a s  a  s to ckb ro ke r ju s t fo r 
the  chance  to  w o rk  w ith  S im , obse rved  by the  la tte r as h is cha ra c te r expounds h is  v ie w s  on 
as tro logy in co lou rfu l and ve rbose  language, as one has the  im p ress ion  o f the  com ic  to rc h  
being passed from  one to  the o the r. O ne w onders w hat S im  m ade o f the  ra the r m ore  
ou trageously  unconven tiona l hum our o f M o n ty  P y th o n .
S im 's  G eneral S u ffo lk  in w rite r W illiam  T re vo r's  T h e  G e n e ra l's  D a y  (1972) inhab its  ano ther 
w orld . Naom i S im  th in ks  the  ro le un like  anyth ing he had a ttem pted  before and conside rs  it 'the  
bes t th ing  he e ve r did on te le v is io n '. [196] W illiam  T re vo r w as  a t firs t concerned  w he the r 
the  a c to r w as co rre c tly  ca s t but w as conv inced  by the cha rac te risa tio n  when S im  'b ecam e  
tha t m an’. [197] In T re vo r's  e xce lle n t te le v is io n  p lay S im 's  genera l is  caugh t be tw een the  
a ffe ctio ns  o f ra the r s in is te r cha rlady  M rs H inch (Dandy N icho ls ) and the  sp in s te ris h  
schoo lteache r M is s  Lo rrim e r (A nne tte  C rosb ie ), and it is a  tribu te  to  the  w riting , d ire c ting  and 
ac ting  o f the th ree  p rinc ipa ls  and th ose  in sm a lle r ro les tha t the  re la tive ly  s ligh t s to ry  em erges  
so  pow erfu lly . The opening v iew s  o f the  sea and the  front, sho t at H astings, s tand  in fo r the  
typ ica l re tirem ent com m un ity  o f sou th  coast seaside  reso rts , and are pa rticu la rly  e voca tive . 
The firs t c lose -up  o f S im  is im p re ss ive , h is  face  lined and angu ished, o ld con flic ts  s till rag ing
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ins ide  h is head, a s  we hear a m ilita ry  m arch, the  no ise o f gunfire and ho rses neighing on the  
sound track. It se ts  the  tone fo r the las t battle  to  com e. There fo llow s a te rrifica lly  w e ll- 
observed  scene , between  S im  and N ichols , 'she  pe rt and fam ilia r, he d is ta n t and de fensive ', 
w hose im pact is such  tha t it co lou rs the  rest o f the  na rra tive , and a lthough th ey  have no 
subsequen t sequences togethe r, N icho ls ' cha r m a in ta ins an en trenched fix tu re  in the  s to ry  as 
she se ts  up hom e in the genera l's  co ttage w ithou t h is  know ledge o r pe rm iss ion . [198] T h e ir 
encoun te r reaches  a  c lim ac tic  p itch  o f in te ns ity  as S im 's  voca l in flec tion  rises  e ve r h igher, 
exaspera ted  a t th e  challenge to  h is  au tho rity . La te r h is  general is  a llowed  to  d isp la y  a  va rie ty  
o f em otions from  a  re laxed  charm  to  ab rupt fu ry  and d rink-sodden  p leas  fo r fo rg iveness. The 
ro le show s S im  to  be conside rab ly  m ore phys ica lly  ac tive  than Judge Sw a llow  m igh t m ake  us 
be lieve , w he the r he  is  s trid ing  a long the fron t, gen tly  escorting  M iss Lo rrim e r to  a  tab le a t a  
'sa le  o f w o rk ' o r s taggering  a round a fte r too  m any d rin ks. T h e  D a ily  M a i ls  P e te r B la ck  is  
con ten t ju s t 'to  w a tch  ta len t at w o rk  at the p rope r bus iness o f com pre ss ing  and d is tillin g  
instead o f s tre tch in g  ou t', w h ile  R osem ary S ay  o f T h e  S u n d a y  T e le g ra p h  sa lu te s  S im 's  
'd isca rd ing  [o f] h is  com ic  ha llm a rks o f qu ive ring  eyebrow s and fla iling  a rm s, [to ] m ake ...a  
tra g ic  figu re  o f th e  G enera l'. [199] S y lv ia  C layton  no tes the  'fin esse ' o f the  p roduc tion  and 
cons ide rs  S im  'fa u ltle ss  in h is  whole s ty le  o f speech  and gestu re  and h is  sudden tra n s itio n s  
from  easy  cou rte sy  to  im po ten t rage' and Leonard B uck le y  savou rs h is  m ove  'from  a  m ilita ry  
c rispness  th rough  exp lo s ive  m om ents to  a  crum b lin g  ebullience  as the  e ven ts  o f the  day and 
the  d rink [ta ke ] th e ir to ll'. [200] If the  w o rk  o f S im 's  m atu rity  is  less  w e ll known than  th a t o f 
M argare t R u therfo rd , it is ju s t as im portant, and su re ly  dese rves a w ide r aud ience.
L ike so  m any  o f the even ts and the  cu ltu ra l a rte fa c ts  o f the e a rly  1950s, S im  and 
R u the rfo rd 's  g rea t co llaboration, T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife , seem s to  look Janus-like  
both backw a rds  and  fo rw ards a t the sam e tim e . It could be seen a s  a  p recu rso r to  the 
ana rchy o f the  S t. T rin ian 's  film s  and even  the  baw d iness o f the  C a rry  O ns, and to  p rov ide  a 
p la tform  fo r both  a c to rs  where  anyth ing  seem s possib le  fo r them  in the  fu ture . E qua lly  its 
m ocking  o f gove rnm en t in e ffic ie ncy  ha rks back  to  the  war, while  the re  a re re fe rences to  the 
p re -w a r e xce lle n ce  o f the  schoo l's  pupils and to  fig u res o f the d is tan t pas t like  John  Knox w ho
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are invoked  to  in form  the com ic  ba ttle  o f the sexes  between S im 's  W etherby Pond and 
R u the rfo rd 's  M iss W h itchurch . The film  is  re flective  o f a  kind o f national unce rta in ty . In 1951, 
fo r exam p le , the re  w as a genera l w e lcom e  fo r the end o f ra tion ing and ye t the  vo te rs  had 
re turned the ir w artim e  leader (C hu rch ill) to  power. In addition, tw o  m a jo r even ts o f the  tim e  - 
The Festiva l o f B rita in  (1951) and the  C orona tion  (1953) - were  a lso  illu stra tive  o f cu ltu ra l and 
h is to rica l am b igu ity . The C orona tion b rough t a  young m onarch  to  the th rone and caused  m any 
to  pu rchase  a  te le v is ion  se t fo r the  firs t tim e; and ye t the  even t could be viewed  in re tro spec t 
as an un im ag ina tive  reasse rtion  o f roya l p re rogative  a t a  tim e  when the w a r had succeeded  in 
b reaking  down c la ss  ba rrie rs . L ikew ise , The Fes tiva l o f B rita in  w as an a ttem p t to  look to  the 
fu ture, but the  film  in du s try 's  con tribu tion , T h e  M a g ic  B o x  (1951), w h ich  te lls  the  s to ry  o f 
c inem a  p ioneer W illiam  F riese -G reene  (and fea tures R u therfo rd  in a  cam eo), p o s itive ly  aches 
fo r the  past, m uch  o f its  na rra tive  to ld  in a ffectiona te  fla shback . M aybe  th is  is one reason  w hy 
T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  w o rks  so  e ffe c tive ly , because  o f its  con tem porane ity . Not 
on ly  are the re  critiq ues  o f gove rnm en t ine ffic iency  and ra tion ing (as in the  Ealing com ed ies) 
but a lso  a couple o f de lic ious pa rod ies o f recen t film s  - D avid  Lean’s O liv e r  T w is t  (1948) and 
C aro l R eed 's  T h e  T h ird  M a n  (1949) - w h ich  wouid su re ly  have  been apprec ia ted  by aud iences 
a t the  tim e  - to  sa y  noth ing  o f a  jo ke  aga inst the R ank O rgan isa tion  as R u therfo rd 's  M iss  
W h itchu rch  rep rim ands  he r sp o rts  m is tre ss  fo r s trik in g  a  gong too  fo rc ib ly : 'a  tap, G ossage , I 
sa id  a  tap. Y ou 're  no t in troduc ing  a film !' The uncerta in ty  o f the  re la tionsh ips w ith in  the  schoo l 
in som e w ays  rep resen ts  the  nation as a  whole, w ith  its  ho rro r o f the sexes m ix ing  and the  
p rospect o f a  com p le te  b reakdow n o f o rgan isa tion  and regu la tion . T h is  is  exem p lified  b y  the  
c la shes  between S im 's  W e the rby  Pond and R u therfo rd ’s  M iss W h itchu rch  tha t de rive , as 
M a rc ia  Landy has observed
not on ly  from  th e ir se xua l d iffe rences but from  the  spec ific  ac to rs  w ho  
po rtray  the  ro les. M arga re t R u therfo rd ’s  e ccen tric  behaviou r is p itted  
against A la s ta ir S im 's  e ccen tric itie s . The ir an tagon ism s sp ring  from  th e ir 
de te rm ina tion  to  each  ge t the ir own way. Bo th  o f them  are underm ined at 
the end, each  le ft ou t in the  co ld. They each  rep resen t pa rticu la r e xcesses
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o f au tho rity  figu res. The supporting a c to rs  are a iso  se lected  so as to  
em phasize  th e ir fo ib les. [201]
But it is  the g lo rio us ly  ebullien t pe rfo rm ances o f these tw o  p rinc ipa l ac to rs , and those  w ho  
portray the ir va rio us  s ta ff and pupils, w hich  en liven  the film . D ire c to r F rank Launder te lls  
Gwen R obyns tha t R u therfo rd  'em bod ies that type  o f headm is tress  as no o the r a c tre ss  cou ld ' 
and his experience  o f w ork ing  w ith  the  s ta r a cco rd s  w ith tha t o f Ken A nnakin  on M ira n d a . 
[202] He rem em bers:
W e could neve r put m arks down fo r he r...w e  ju s t had to  keep the  cam era  
ro lling w he reve r she w as like ly  to  be. A la s ta ir S im  used  to  re trea t into the  
com er to  le t he r have  fu ll sw ing ...! like an a rtis t like  th a t...M y  defin ition o f an 
a c tre ss  is  one w ho leam s the sam e th ing  and leam s it com p le te ly . She 
does the  sam e thing, take  a fte r take, in e xa c tly  the  sam e m anner. But an 
a rtis t is  one w ho  has grea t m om ents, m any g reat m om ents. These  are the 
real a rtis ts  and M a rgare t is one o f them . [203]
He adds tha t 'the  d ifficu lty  is  to  m ake  the righ t com prom ise  between the  a rtis t and the  
supporting  a c to rs ', a  balance  w h ich  is  su cce ss fu lly  m a in ta ined  in the film  and w h ich  
Ru therfo rd  and S im , as supporting  ac to rs them se lves , w ou ld  have  been the  firs t to  
understand. [204] If R u therfo rd 's  acting  m ethods on the  se t w ere  unorthodox to  sa y  the  leas t, 
the  com b ined  pe rfo rm ances  o f both a c to rs  rece ive  equal c ritica l acc la im  fo r the m ost pa rt. 
T h e  S u n d a y  C h r o n ic le  th in ks  them  'the  best m ixed  com edy pa iring  s ince  G roucho  M a rx and  
M argare t D um ont', w h ile  Naom i S im  evenhandedly  conside rs  tha t they
m atched  each  o the r pe rfe ctly  during th e ir scenes  toge the r when  you fe lt 
tha t the ir m u tual anger m igh t cause  them  to  ign ite a t any m inute. I a lw ays 
fe lt tha t th ose  tw o  had a  lo t in comm on in tha t the ir p lay ing  o f anyth ing  a t all 
w as so  h igh ly  ind ividua l. You cou ldn 't em p loy a M argare t R utherfo rd  'type '
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o r an A la s ta ir S im  'type '. [205]
Som e are less  d isposed  tow a rds  R u therfo rd 's  M iss  W h itchurch . T h e  D a ily  M a i ls  c ritic  ca lis  
her pe rfo rm ance  'a  b lown-up  ve rs ion  o f her fam ilia r tw eedy  battleaxe', w h ile  S im 's
is som eth ing m ore. Here is  a w h ite -nosed  com ic, sp lendid in h is 
un iqueness, who ow es noth ing to  anybody: he has the pe rfect c inem atic  
face, w h ich  can change its  exp ress ion  im percep tib ly  and con tinuously , and 
in tu rn  be fin ic ky , s ly , hating, outraged, cunning, d iabolic , petulant, craven  o r 
w ithe ring. [206]
Perhaps th is  is  le ss  a  c ritic ism  o f R u therfo rd  than a de libe ra te  fo reground ing o f S im 's  
pa rticu la r a ttribu tes , and an ind ica tion  tha t each  one rep resen ts a  d iffe ren t s trand  o f cha ra c te r 
acting. If the  a c tre ss  appears to  p lay he rse lf, S im  seem s the  m ore adap tab le . 
Fo r instance, h is po rtraya l as  a w om an-ha ting  pa tria rch  is  m ore  rem arkab le  as he w as qu ite  
the opposite  in real life. H owever, the  idea tha t R u therfo rd  a lw ays  p lays a  ve rs io n  o f h e rse lf is  
d isp roved  by the reaction  o f the  daugh te r o f a  friend  (the ac tre ss , M o lly  W e ir) w ho w as 
im pressed  by the  con tra s t between  her fie rceness  on the screen  and he r gen tleness  and 
qu ietude in pe rson . [207]
Return ing to  the  film  itse lf, the  im pact o f both ac to rs ' pe rfo rm ances is  con firm ed  by  the 
im press ion  tha t th e y  have m any scenes  toge the r, when they spend re la tive ly  little  sc reen  tim e  
in each  o the r's  com pany. In fa c t they  share  the  sc reen  in about nine o r ten  scenes las ting  no 
longer than 25 m inu tes in to ta l. A s  I have  outlined p rev ious ly , th e ir firs t screen  encoun te r is  a 
sa lien t exam p le  o f how  the  film m ake rs  opened ou t the  thea trica l o rig inal in to  som eth ing  
v ib ran tly  c inem atic . B ut the re su lts  would be w o rth le ss  were  it not fo r the  p lay ing  o f S im  and 
Rutherford. In tw o  subsequen t scenes it is  S im  who appears to  comm and  m ore  a tten tion  than  
h is co -s ta r - when he w akes  up b lea ry-eyed  a fte r a  n ight s leep ing in the  bath, and a lso  when  
h is a ttem pts to  conduc t an E ng lish  lesson  in the ha llw ay are fo iled  by esca la tin g  chaos. 
However, w ithou t R u therfo rd  to  p lay to  (o r aga inst!) the  fina l cu t o f the film  m igh t have crea ted
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a m uch  m ore uneven e ffe c t ak in  to  S im 's  appearances in the  ep isod ic  L a u g h te r  in  P a r a d is e  
w ith  its va riab le  sc rip t and pe rfo rm ances. And the  reason th a t T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  
w o rks  so  p roductive ly  is tha t both ac to rs avo id  the com m onp laces  o f stage fa rce  in fa vou r o f 
a m ore genuine reaction  to  the  s itua tions in w h ich they  find  them se lves. Th is  does no t m ean 
they cannot be phys ica lly  engaged w ith the ir roles, as one is rem inded  by S im 's  g rasp ing  o f a 
te lephone  re ce ive r from  an ou traged Rutherford, o r the  la tte r's  purposefu l s tride  up  the 
d rivew ay  a t he r firs t appearance  in the film , but that they  a re a lw ays a live  to  the  sub tle tie s  o f 
the  cha racte rs  they  have c rea ted  and the fine de ta ils abou t them  w h ich  reg is te r so te llin g ly  on 
the  screen . T he ir firs t com ba tive  m eeting is w onderfu lly  ba lanced  by a  final scene w here  they 
s tand  hold ing hands, a lm ost in se lf-de fence , now  pow erless to  regu la te  the con fus ion  and  the  
d in  tha t su rrounds them . R u therfo rd  looks perplexed and perhaps a  little  nervous, w h ile  S im  
beam s w ith  jo yous  re lease  as if he rea lises he has noth ing le ft to  lose. The ir final d ia logue is 
obscured  by the  raucous m us ic  on the  sound track as th e ir cha ra c te rs  add ress one ano ther 
w ith  new -found respect, R u the rfo rd 's  exp ress ion  revea ling the  m e rest h in t o f a  sm ile  a s  the 
c red its  roil.
The film  perfo rm ances  o f A la s ta ir S im  and M argaret R u therfo rd  illu stra te  the d iffic u lty  o f 
a ccu ra te ly  defin ing  what it m eans to  be a characte r actor, e spec ia lly  as th is  s ta tus  is  so  o ften  
com prom ised  by the ir frequen t e leva tion  to  leading ro les. The broad spec trum  o f 
cha ra cte risa tio ns p layed by both acto rs  com pounds the  prob lem  o f ca tegoris ing  them  and 
de te rm in ing  th e ir con tribu tions to  the  a rt o f cha rac to r acting . O ne can , fo r instance , regard  
w ha t appear to  be cam eos, like  th e ir ro les in P a s s p o r t  to  P im lic o  and H u e  a n d  C ry ', as s ta rrin g  
pa rts  - as the  c red its  ind ica te  - fo r the e ffe c t they crea te  o r th e ir c ru c ia l im portance  to  the 
na rra tive . H owever, th e ir s k ill is  rendered ine ffectua l when they  a re gran ted key  ro les 
p rem atu re ly , as in S im 's  T h e  B ig  N o is e  (1936) and L e t  th e  P e o p le  S in g , o r p rov ided  w ith  
specia l veh ic les , like  R u the rfo rd 's  M is s  R o b in  H o o d  and A u n t  C la ra , w h ich  seem  to  re s tric t 
th e ir e xp re ss ive  freedom , convo lu ted  by un im ag inative d ire c tion  and poor scrip ting . D oes  it 
rea lly  m a tte r if M argaret R u therfo rd  exh ib its  a com para tive  la ck  o f ac ting  techn ique  so  long  as 
she  can co llabora te  w ith  d ire c to rs  like  D avid Lean, F rank Launder, An thony A squ ith  and
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George  P o iiock  w ho can harness  her e ccen tric itie s  fo r th e ir va rious pu rposes?
In the  1950s R utherfo rd  and S im  began to  accomm odate  changing  notions around  
cha ra c te r acting w hereby  m ore un like ly  s ta rs  were  s ta rting  to  be ca s t in leading pa rts  - one 
th in ks  o f Katie  Johnson 's  o ld lady, M rs  W ilbe rfo rce , in T h e  L a d y k ille r s  (1955), fo r instance . 
Indeed, both s ta rs  a t th is  tim e  p ro jec t a  sense  o f being  less  rig id ly defined, p rom inen t o r 
rem oved  from  the ir fe llow  ac to rs  than th e ir Am erican  coun terparts . H ence  the  p reva lence  o f 
the m ore B ritish  cu ltu re  o f the 'jobb ing ' ac to r, anx ious to  take  on any role, large o r sm a ll. 
Perhaps th is  g ives  the  B ritish  cha racte r s ta r m ore opportun ities than th e y  m igh t find in the  
U .S .A ., desp ite  the  low e r B ritish  budge ts, and u ltim a te ly , the  chance  to  leave behind a riche r 
legacy.
D oes the  B ritish  con text a lso  a llow  fo r a  m ore libe ra l a ttitude  tow a rds  the exchang ing  o f 
gender s ign ifie rs  - like  S im 's  M iss  F ritton , o r R u therfo rd ’s  appropria tion  o f m ale cha ra c te ris tic s  
and d ress in the  M iss  M arp le  persona? P ossib ly ; a lthough th is  com pa ra tive  freedom , if it does 
ex is t, is  tem pered  by  th e ir unequal s ta r s ta tu s  a t d iffe ren t tim es. D esp ite  h is unconven tiona l 
appearance  and m anner, S im  found p rinc ipa l ro les fa r e as ie r to  com e by than R u therfo rd  in 
the  1950s, bu t can  th is  on ly  be a ttribu ted to  a question  o f h is  gender?
They w ere  m ore  even ly  m atched  when it cam e to  pe rfo rm ing  in th e ir fa vourite  gen res  - 
com edy and the  com edy-th rille r - w h ich  p rov ided  them  w ith  exce llen t poss ib ilitie s  to  run the  
fu ll gam ut o f th e ir e ccen tric ity , but a lso  to  exp lo re  ideas and em otions a round c la ss , gender, 
sexua lity  (and so  on) w h ich  when represen ted  in, say, high dram a, m igh t have been deem ed 
soc ia lly  unaccep tab le  a t the  tim e. S im 's  de tec tive  in G re e n  F o r  D a n g e r  is  prone to  e rro r and 
p robably  unpro fess iona l in h is  m ethods, but we w arm  to  h is ja un ty  pe rsona lity  and w it 
a longside  m ore  conven tiona lly  drawn s te reo types. S im ila rly , R u the rfo rd 's  M iss M arp le  s trik e s  
a b low  fo r fem a le  ind iv idua lism  w h ich  p roves  a ttra c tive  and su ccess fu l o ve r the  fau lts  and 
flaw s  o f the  la rge ly  m a le -dom inated po lice  fo rce  and law  cou rts .
The m u ltip le  im ages p ro jected  by S im  and R u therfo rd  p resen t a com p lex  and con tra d ic to ry  
im p ress ion  upon the  v iew e r w h ich  adds to  th e ir a llure  as cha ra c te r s ta rs , and it is the  enduring 
en igm a o f th e ir pe rsona lities  on the  sc reen  tha t con tinues to  fasc ina te  the  c inem agoer.
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Conclusions and Summary
A las ta ir S im  and M arga re t R u therfo rd  present an in te res ting  con trast. W h ile  S im  seem ed 
to  ta ke  charge o f h is  ca reer, he a lso  accep ted  m any o f th e  ro les he w as o ffered , tak ing ris ks  
by p lay ing cha racte rs  new  to  h is  reperto ire . O f cou rse  th is  ta iled  o ff as he becam e be tte r 
known and he w as m ore d isc rim ina ting  in h is  cho ice  o f pa rts , a lthough the richness o f h is dual 
na tiona lity  in itse lf seem ed to  p rovide  him  au tom a tica lly  w ith  a w ide r d ive rs ity  o f characte rs, 
c la sses , and in one m em orab le  instance  (M iss F ritton ), genders. N ext to  h im , R utherford  
seem s m ore cau tious, bu t a lw ays  am enable, happy ju s t to  accomm odate  he rse lf to  an 
in dus try  w h ich  could ha rd ly  have  ignored her. U n like  he r co -s ta r in T h e  H a p p ie s t  D a y s  o f  Y o u r  
L ife , she had to  be coaxed  in to  po rtray ing  som e o f the  ro les fo r w h ich  she becam e m ost 
fam ous. Thus she v is ite d  a  m edium  before essaying  M adam e A rca ti, anx ious tha t she shou ld  
represent them  fa ith fu lly ; she hesita ted  ove r the  fo rm idab le  M iss  W h itchurch , co nsc ious  of, 
and perhaps s lig h tly  bem used  by, the cha ra c te r's  p re -fem in is t in tent, unsure if the  pa rt w as 
righ t fo r her; and the  m urderous connections to  M iss  M arp le  a lso  caused  her to  w aver, on ly  
accep ting  the role when she w as convinced  o f the  cha ra c te r's  honourable in ten tions and 
m ora l rectitude. S im , a t le a s t in h is  m atu rity , seem s the  m ore adaptable o f the  tw o  and le ss  
typ eca s t; Ru therfo rd  becom es known as a spec ia lis t in e ccen tric  a ris tocra ts  and ye t proved, 
when she w as a llowed the  opportun ity , tha t she cou ld  p lay o the r ro les as d iffe ren t as N urse  
C a ry , M is tre ss  Q u ic k ly  and M iss  M arple. H ow ever both a c to rs  could be sa id  to  appear to 
best advantage when th e y  seem  to  p lay ve rs ions  o f th em se lve s , a lthough th is  is d ifficu lt to  
gauge especia lly  when the re  is  so  little  docum enta ry m ate ria l o f them  not consc io u s ly  
'pe rfo rm ing '. O f cou rse , in S im 's  case , the re  is v irtu a lly  noth ing, but even  R u the rfo rd 's  
in te rv iew s and public  appearances tha t do su rv ive  ta ke  on aspects  o f pe rfo rm ance . H er tw o  
te le v is io n  in te rv iew s are recorded  in advance , p robab ly  a t her request, but s till find he r 
uneasy. In the second , she con tinua lly  re fe rs  back to  he r husband, S tringer D avis , who ta ke s  
on the function o f a  thea trica l p rom pter. She is  no ticeab ly  happ ier a t the  end rec iting  E dward  
Lea r's  'The O w l and the  P u ssyca t'. Again, it is  a lso  no t su rp ris ing  tha t her V a rie ty  C lub  
accep tance  o f her award  fo r bes t B ritish  a c tre ss  o f 1963 is som etim es known as he r 'G rande
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Dam e ' speech  because  she seem s to  adopt a  spec ifica lly  d ithe ry pe rsona  wh ich im m ed ia te ly  
engages he r audience . The fasc ina tion  o f both pe rfo rm ers  is  the re fore  ve ry  m uch revea led 
through the  in te raction  o f the ir life  and w ork and espec ia lly  the inca lcu lab le  e ffe c t o f the ir 
re spective  spouses, S tringe r D av is  and Naom i S im , w ithou t whom  the ir p ro fess iona l ca ree rs  
m ight have  been conside rab ly  le ss  p rom inen t o r fine ly  nuanced.
A  large p roportion  o f the ir w ork ing  lives  was devo ted to  the  theatre , w hose lure ne ithe r o f 
them  eve r com p le te ly  abandoned fo r the  cinem a, and it is  the com p lex re la tionsh ip  between  
the tw o  w h ich  in fo rm s som e o f th e ir bes t w ork. It w as not ju s t th a t they  had to  lea rn  new  
techn iques  in fron t o f the  cam era, and adap t to  o ther m edia  like  te lev is ion  and radio, but tha t 
they  p roved  th ey  cou ld  be fle x ib le  w ith in  the ever-chang ing  c ircum sta nces  o f the  B ritish  
industry  w hose  unhappy p light S im  so  b rillia n tly  sa tirise s  in L a d y  G o d iv a  R id e s  A g a in . U n like  
the ir Am e rican  coun te rparts , ne ithe r the  low er sa la ries no r the  re la tive ly  m in iscu le  budge ts o f 
the  film s  in w h ich  they appeared seem ed to  re s tric t the ir crea tive  range, indeed the pos t-w a r 
aus te rity  se rved  to  toughen  up th e ir p ro fess iona lism . And o f course  they  were  bo th  m uch  
m ore than ju s t ac to rs , w ith  S im  exh ib iting  a  ta lent as a  s tage  d irec to r and R u therfo rd  re lish ing  
the chance  to  read poe try, som etim es to  p risoners. T he ir long stin ts  as fea tu red  p la ye rs  m ade 
them  both som ew hat re luctan t s ta rs  and perhaps exp la ins w hy they were  on ly  too  happy to  
engage in o the r a c tiv itie s  outs ide film  and theatre  pe rfo rm ances.
If the ir o sc illa tion  between the thea tre  and film s p roved benefic ia l fo r both, th e ir B ritis h ne ss  
and e ccen tric ity , a lw ays  com p lex and con trad ic to ry , could be (at d iffe ren t tim es ) an a sse t and 
a  lim ita tion . R u the rfo rd 's  e ccen tric ity  gave  her a  d is tin c tiveness  ove r her con tem po ra rie s  
w h ich is  m an ifested  in he r habits, m annerism s, d ress and voca l in flection, and w h ich  can  be 
shown to  advan tage  on the screen  ove r leng thy pe riods w ithout los ing  ou r in te re s t o r 
sym pathy . S im ’s S co ttishness  is ev iden tly  im portant to  h im  but not if it becom es d is re spec ted  
and dem eaned  in to  s te reo type  and ca rica tu re . Thus he inco rpora tes gentle  h in ts  o f h is 
S co ttish  roo ts  in the  voca l in flection  o f m ost o f the  E ng lish  cha rac te rs  he po rtra ys  - an 
ind iv idua lis tic  and e ccen tric  tra it w h ich  a t once  defines h is  screen  iden tity  and m a rks  h im  ou t 
as a specia l pe rfo rm er. There fore h is  S co ttishness  (and R u therfo rd 's  E ng lishness) be com es  
inseparab le  from  h is e ccen tric ity . O f course  if e ithe r o f them  are w restling  w ith  a  poor s c rip t o r
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unsym pathe tic  d irection  the  cam era  can m ake them  seem  uncom fo rtab le  o r m ere ly  foo lish , 
but when th ey a re seen to  be g iven the benefit o f the doubt and th e ir qu irky  s in gu la rity  is  
a rtfu lly  applied to  the  creation o f characte r, they are to  be seen a t the ir best.
The ir e ccen tric  B ritishness inev itab ly  de fines them  as cha racte r a c to rs , a lthough what th is  
ac tua lly  m eans in p ractice  is d iffic u lt to  assess  when they  seem  equa lly  a t home in cam eos 
and b it-pa rts  as in specia lly  ta ilo red  s ta r veh ic les. H ow ever th is  fle x ib ility  g ives them  a quite 
separa te  iden tity  from  the ir equ iva len ts  in the U .S .A . and u ltim a te ly  p ro v ides them  w ith  g rea te r 
ca reer opportun ities. It seem s like ly  too  tha t the  B ritish  con text in w h ich  they both w o rked  
a llowed fo r a  m ore  liberal a ttitude  tow a rds  gender s ign ifica tion  - like  S im 's  M iss  F ritton , o r 
R u therfo rd 's  'M iche lin  m an' costum e  as M iss M arp le in M u rd e r  S h e  S a id  - as w e ll as the 
chance  to  ta ck le  o the r a reas like  c la ss  (fo r instance) in the ir favourite  gen res  o f com edy and 
com edy-th rille r, th rough the  libe ra l use  o f the ir innate e ccen tric ity .
Inev itab ly  the re  a re a lte ra tions  and add itions to, and om iss ions from , m y o rig ina lly  s ta ted  
a im s and ob je c tives when I began th is  p ro ject. Fo r instance, the re  is  an undeniable sense  o f 
ove rlap  between one section  and ano ther. Can S im  and R u the rfo rd 's  liv e s  be separated  from  
th e ir stage w ork, o r the ir film s  be spoken  o f in iso la tion , w ithou t re fe rence  to  the ir ve ry  B ritish  
and e ccen tric  identities, o r th e ir cha rac te r s tud ies not in form  and be in form ed  by all the 
o the rs? O bv ious ly  the re  is  a need to  d iscuss  aspects o f the  tw o  a c to rs  sepa ra te ly  as fa r as 
th is  is  poss ib le , but the re  is  an equal need to  v iew  them  as sa lien t fea tu res o f the  whole 
human being. A t firs t, I w as ve ry  in te rested  in the  idea o f the  a c to r as the  a u te u r  o f h is /he r own  
w ork, a  concep t w h ich  has been explo red  by P a trick  M cG illigan  in h is  1975 study o f Jam es 
Cagney. [1] H owever, it seem s to  me now  tha t it is  enough to  outline  the  e ffe c t o f S im  and 
R u therford  as a c to rs  on the  big screen  to  ind ica te  tha t no-one, even (o r especia lly ) d ire c to rs , 
can  w ork in a  so rt o f crea tive  vacuum , and each con tribu to r to  a  film  m akes a necessa ry  and 
v ita l im pact upon the  fin ished  p roduct. If the film  tha t is  v iew ed  by the pub lic  is  not pe rfect in its  
execu tion  then at least pa rts  o f it m ay  be savoured , and how  often is  it th e  case  tha t S im  and 
R u therfo rd 's  exuberan t pe rfo rm ances rescue  o the rw ise  ra the r tire som e  B ritish  film s! A nd  if 
th is  illus tra tion  o f the ir a rt dem onstra tes  anyth ing  c lea rly , it is tha t o f the  p rim acy  o f the  
pe rfo rm e r in B ritish  c inem a. O f cou rse , I should like  to  have  w idened the  d iscuss ion , and
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the re  is p robab ly  scope  fo r ano the r section  on th e ir thea trica l w ork alone, o r room  fo r a w ho le  
d isse rta tion  on the  reactions o f the ir fe llow  acto rs  tow a rds the ir pe rfo rm ances - I p lanned a 
se rie s  o f in te rv iew s. In addition, fu rthe r research  is  needed on o ther B ritish  a c to rs  (and those  
o f o the r c inem as) w ho p rov ide  m agical, but la rge ly  un recogn ised , con tribu tions as cha ra c te r 
p la ye rs, a s ingu la rly  sk ilfu l a rt in itse lf, as I hope to  have  shown. It is  on ly  in th is  w ay  tha t we 
can even begin to  build a m ore com posite  and fu lly  represen ta tional p ic tu re  o f the  richness 
and d ive rs ity  o f the  B ritish  cinem a.
- 195-
Annotated Filmography - an introduction
This annotated film og raphy is  a ch rono log ica l lis t o f the  film s  and te le v is ion  appearances o f 
A lasta ir S im  and M arga re t R u therfo rd . The firs t line ind ica te s title  (in it a lic s ) ,  d irecto r, date and 
the  role undertaken  by S im  o r Rutherford [in square  b racke ts ]. If the film  has an a lte rna tive  title  
(o r title s) th is  is  g iven on the  nex t line.
The purpose  o f the ensu ing  ca st lis t is  to  show  no t on ly  the m ost p rom inen t/in te resting  
pe rfo rm ers in the  p roduc tion  but a lso  to  ind icate  the  b illing o f R u therfo rd  (M .R .) and S im  
(A .S .). I have  consu lted  the  film s  them se lves w he reve r poss ib le  to  ve rify  the tw o  a c to rs ' 
re spective  b illings but it o ften  p roves an inexact sc ience  w here  opening and c los ing  ca s t lis ts  
con trad ic t one another and d iffe ren t p rin ts  p resen t d iffe ren t in fo rm ation . W here the  film s  are 
not cu rren tly  ava ilab le  I have  re lied on stud io  pub lic ity  and rev iew s  o f the tim e  w h ich  again are 
frequen tly  con trad ic to ry . The a im  has been to  g ive  a  de ta iled  cas t up to  and inc lud ing S im  and 
Rutherford  and add any subsequen t pe rfo rm ers  o f in te rest/s ign ificance . It w ould be absu rd , fo r 
exam p le , to  lis t the  80 -strong  cas t o f T h e  M a g ic  B o x  e spec ia lly  as R u the rfo rd 's  pa rtic ipa tio n  in 
the film  ta kes a ll o f tw o  m inu tes and fifteen seconds!
Next com es a genre descrip tion  (for film s  on ly) and p lo t summ ary, fo llowed  by a c ritic a l 
comm enta ry. The num bers in square b racke ts  re fe r to  the  no tes at the  end o f each  se c tio n  on 
Rutherford and S im .
I have inc luded som e docum enta ry item s to  fill ou t the  p ictu re ; fo r a  m ore com p le te  lis ting  
see the a c to rs ' separa te  film s  and te lev is ion  appearances, pp. 289-294.
The g rea tes t fru s tra tion  fo r a  resea rche r into  th is  pe riod  o f B ritish  film  h is to ry  (1930s- 
1970s) is the  question  o f ava ilab ility . It is not m ere ly  tha t m any film s o f the  1930s o r te le v is io n  
p rog ramm es o f the 1950s and 1960s have van ished  fo re ve r but the  rea lisa tion  th a t som e 
w hich  do su rv ive  are in such  a poor s ta te  o f p rese rva tion  th e y  are unable to  be v iew ed , like  
the  coun tless p rese rva tio n  p rin ts  held by the  BFI, fo r ins tance . In add ition , the re  a re o the rs 
w hose d isappearance  seem s a lm ost inexp licab le . W here , fo r exam p le , a re ex tan t co p ie s  o f 
S im 's  E s c a p a d e  (1955) o r R u therfo rd 's  fina l film  A ra b e lla  (1967), ne ithe r o f w h ich is  e xa c tly  
obscure?  They a re  ce rta in ly  unobtainable from  any o f the  sou rces  below , and o the r
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d is trib u to rs  I have  con tacted. H app ily the  m a jo rity  o f R u therfo rd  and S im 's  popu lar film s  are 
regu la rly  show n on te rre stria l te lev is io n  and are con tinua lly  re issued  on v ideo  and now  DVD . 
W ith  the excep tion  o f the handful o f d is tribu to rs  I con tacted , all o f whom  drew  a  b lank on the 
le ss  often seen  item s, I have res tric te d  m y sou rces to  the  fo llow ing, ind ica ted a t the  end o f 
each  film  com m enta ry :
BBC : B ritish  B roadcasting  C orpora tion  A rch ives  
BF I-PP : B ritish  F ilm  Institu te  - P reserva tion  P rin t 
BF I-VC : B ritis h  F ilm  Institu te  - V iew ing C opy 
V ID -O A : V id e o -o ff a ir
V ID -UK : V ideo  - U nited K ingdom  (availab le  cu rren tly  o r p rev ious ly )
V ID -U SA : V ideo  - United S ta tes o f Am erica  (availab le  cu rre n tly  o r p rev ious ly)
A ll film s /te le v is io n  p rog ramm es are p roduced in B ritish  s tud ios unless s ta ted  in the te xt.
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Alastair Sim - Annotated Filmography
R iv e rs id e  M u rd e r  [1] (A lbe rt P arke r, 1935) [Sergeant M ackay]
(B asil S ydney, Judy  G unn, Zoe D av is , A .S .)
C rim e  D ram a. An inspec to r (B asil S ydney), a ided by a fem a le  reporte r (Judy G unn), so lves  
the  riddle o f th ree  fin anc ie rs ' dea ths.
A  typ ica l 'quo ta  qu ick ie ' o f the period w h ich  an tic ipa tes S im 's  la te r role as S ergean t B ingham  
in the  In s p e c to r  H o m le ig h  (1939-41) se ries  o f film s. K in e  W e e k ly  like s  the  m ix o f rom ance , 
m ys te ry  and com edy; T o d a y 's  C in e m a  acknow ledges 'd ive rting  com edy from  broad S co ts  
se rgeant', w h ile  T h e  D a ily  F ilm  R e n te r  finds S im  'am using ' and 'a  jo y '. [2] In an ea rly  in te rv iew  
S im  comm ents: 'I w as asked  to  p lay the part o f a C ockney de tec tive , but I rebelled. I had 
never tried  to  po rtra y  a  C ockney  in all m y life. So I persuaded  the  s tud io  to  change the 
cha ra c te r in to a  S co t'. [3] [B F I-VC ]
A  F ire  H a s  B e e n  A r r a n g e d  (Leslie  H isco tt, 1935) [Cu tte ]
(Bud F lanagan, C hesney A llen, M a ry  Lawson, Robb W ilton , Haro ld  French , C . D ern ie r 
W arren, A .S ., Hai W a ite rs)
Farce. A  trio  o f bum b ling c rooks  (F lanagan, A llen  and W a lte rs) bu ry th e ir sto len  loo t in a fie ld . 
On the ir re lease  from  p rison  ten  yea rs  later, they re turn to  d is co ve r tha t a  departm en t s to re  
has been e rected  on the  site.
S im  p lays C u tte , a  shady depa rtm en t s to re  m anager. W ith h is  bus iness on the  b rink  o f 
bankrupcy he w ill ta ke  advan tage  o f any financia l opportun ity, inc lud ing  a plan to  burn down 
his own p rem ises  - hence the  film 's  title . The film  rece ives  m ixed  re v iew s  and is  nom ina lly  a  
veh ic le  fo r F lanagan and A llen. [4] H owever, it soon becom es ev iden t who is  the  real s ta r o f 
the film . T h e  S u n d a y  T im e s  ca lls  S im  'the gem  o f the show ', and T h e  S u n d a y  E x p r e s s  
conside rs tha t w ith  h is  'lan tem -jaw  and eerie  eyes  [he] m oves up ano ther notch as a new  kind  
o f funnym an in B ritish  film s '. [5] [V ID -O A ]
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T h e  P r iv a te  S e c r e ta r y  (H en ry Edw ards, 1935) [M r Nebuiae]
(Edward E ve re tt H orton , Judy G unn, O sca r A sche , B arry  M ackay , S ydney Fa irb ro the r, 
M ichael Shepley, O .B . C la rence , D avina  C raig, A ubrey  D exte r, A .S .)
Farce, based on a popu la r V ic to rian  stage p lay in w h ich  a pe rpe tua lly  con fused  c le rgym an, 
R everend Spald ing  (E dw ard  E ve re tt Horton), is im persona ted  by a rich  p layboy  despera te  to  
avo id  h is cred ito rs .
S im  po rtrays  M r Nebulae , a  m edium , who appears in on ly  tw o  short scenes. F ilm  W e e k ly  
finds  him  'engag ingly  ghou lish ', wh ile  a  S u n d a y  T im e s  re v iew er cons ide rs  tha t 'the  on ly  real h it 
o f the  p roduction  w as  the  superb  g rim acing  o f A la s ta ir S im . If he is not snapped  up by 
H o llyw ood  he ought to  be. H is  is a  pe rsona lity  so fu ll o f g loom  tha t he ep itom ises the  en tire  
w orld  dep ress ion  in h is  own person '. (!) [6] [V ID -O A ]
L a te  E x tr a  (A lbe rt P a rke r, 1935) [M ac]
(V irg in ia  C herrill, Jam es  M ason , A .S ., C y ril C usack , Donald W o lfit, H annen Sw affe r, M ichael 
W ild ing)
C rim e  D ram a. A  young  reporter, J im  M artin (Jam es M ason), tra cks  down a double m u rde re r 
and bank robber.
Jam es  M ason 's  firs t film  boasts an im p ress ive  supporting  ca s t inc lud ing  (apart from  S im ) 
Donald W o lfit, C y ril C usack , M ichael W ild ing and rea i-iife  jo u rna lis t Hannen Sw a ffe r as 
h im se lf. S tud io  pub lic ity  ind ica tes tha t S im  p lays a S co ttish  jou rna lis t, m ost like ly  a  p ro to type  
fo r h is ro les as Jo shua  C o llie  in T h e  S q u e a k e r  (1937) and Lochlan  M acG rego r in the  tw o  'T h is  
M a n ' film s . A t p resen t L a te  E x tr a  e x is ts  on ly  as an unview able  p rese rva tion  p rin t a t the BFI. 
[B F I-PP ]
T ro u b le d  W a te rs  (A lbe rt P arke r, 1936) [M ac M acTavish ]
(V irg in ia  C herrill, Jam es  M ason , A .S ., M argaret R utherfo rd )
C rim e  D ram a. Jam es  M ason  p lays a governm ent agen t w ho sa ves  a v illa g e r's  liqu id  
e xp lo s ive s from  sm ugg le rs.
S im  is reunited w ith  the  young s ta rs  o f h is p rev ious film  and it m a rks  the th ird  tim e  he had
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worked  w ith  Am erican  d ire c to r A lbe rt Parker, whom  Rachael Low  desc ribe s  as 'a  quota k ing ’ . 
[7] S im  p lays a S co ttish  innkeeper and K in e  W e e k ly  th in ks he 'ca rrie s  o ff the [acting] honours ' 
and tha t h is cha ra c te r's  'e ffo rts  a fte r pub lic ity  keep the  ball ro lling '. [8] In the con text o f th is  
su rvey  the  film  is notab le fo r the inclus ion  o f M argaret R u therfo rd  in the  cast, a lthough 
con tem pora ry rev iew s do not m en tion  her. It is  unfortuna te  tha t - like  its  p redecesso r - 
T ro u b le d  W a te rs  e x is ts  at p resen t on ly  as a  p reserva tion p rin t a t the BF I, and tha t the re  is  a lso  
no su rv iv in g  pub lic ity  m a teria l. [B F I-P P ]
W e d d in g  G ro u p  (Cam pbell G u llan /A le x B ryce , 1936) [Angus G raham ]
(a lte rna tive  titles : W ra th  o f Jea lousy /A  M an o f W ra th /N urse  in G rey)
(Fay C om pton, B arbara G reene, P a tric  Know les, A .S ., E thel G lendinn ing , Naom i P lask itt) 
R om antic  D ram a se t at the  tim e  o f the C rim ean W ar, it enco rpora tes  a  fic tio na lised  po rtra it o f 
F lo rence  N ightingale (Fay C om pton) as the action  a lte rna tes between  a  S co ttish  village  and 
the C rim ea . O rig ina lly  a  rad io  p lay.
S im  e ffo rtle ss ly  po rtrays  a dour S co ttish  m in is te r and adds cons ide rab le  ve rs im ilitude  to  the  
dep ic tion  o f S co ttish  v illage  life  by h is  p resence alone, h is pe rfo rm ance  described  as 
'im m ense ' by K in e  W e e k ly . [9 ] H ow eve r h is  e ffec tiveness  in the  ro le is  not m atched by the  
scenes in the  C rim ea  featu ring  F lo rence  N ightingale ca rry ing  he r lam p  and tend ing  to 
wounded so ld iers  w h ich  seem  a lm os t m yth ica l by com parison . [10 ] [B F I-VC ]
T h e  B ig  N o is e  [1 1 ](A lex B ryce , 1936) [F inny]
(A .S ., Norah  Howard, Fred D uprez, C . D ern ie r W arren, Edie M artin )
C om edy. F inny (S im ) is  a hum b le  em p loyee o f the shaky C ap rico rn  O il C om pany w ho  is 
made p res iden t to  cove r up fo r the  dubious business p rac tices  o f tw o  p rom ote rs. W ith  the 
help o f com pany se c re ta ry  M a ry  M ille r (Norah Howard ) F inny 's  bus iness  fo rtunes are 
im proved  and his a ssoc ia te s ' c rookedness  exposed.
S im 's  pa rtne r in m any scenes  is a  goat ('C ap ', the com pany m asco t) and he is  even asked  to 
sing, but desp ite  s tud io  pub lic ity  trum pe tin g  the role as 'h is  firs t s ta rring  film ' the c ritic s  a re  not 
im p ressed . [12] The ir com m en ts  revea l a  sp lit between w ha t is e v iden tly  a poor film  and  an
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apprec ia tion  o f S im 's  specia l qua lities. W hile  he is found 'funny ', 'am us ing  a t tim es ' and 
'en terta in ing in h is  cha ra c te ris tic  m anner' they deplore h is  inc lination to  'ove r-exagge ra te  the  
cha rac te risa tion . The fa c t o f the m a tte r is  tha t S im  is  not a  big enough com ed ian to  ca rry  a  
p ic tu re  o f th is  so rt en tire ly  on h is  own shou lders. B y the  tim e the p ic tu re  is ove r [on ly  65 
m inutes!], it is  like ly  tha t you w ill have  g row n a  little  w eary o f h is m anne rism s'. [13]
K e e p  Y o u r  S e a ts  P le a s e  [14 ](M on ty B anks, 1936) [D rayton ]
(George Form by, F lo rence  D esm ond , A .S ., G us M cNaugh ton)
Farce (w ith  songs) about the sea rch  fo r jew e ls  and bonds hidden in a  se t o f d ining room  
cha irs .
A s  if aware o f h is p rem atu re  p rom otion  to  s ta r s ta tus, S im  looks m uch m ore com fo rtab le  here 
p lay ing an unscrupu lous so lic ito r and p rov id ing  support to  com edy and m us ic -ha ll s ta rs  o f the 
day, as in the ea rlie r A  F ire  H a s  B e e n  A r r a n g e d  [V ID -UK ]
T h e  M y s te r io u s  M r  D a v is  (C laude A utant-La ra, 1936) [Theodore G . W ilco x ]
(a lterna tive  title : M y  P artne r M r D avis )
(H enry Kendail, Ka th leen  K eliy , R ichard  G ofe, A .S ., G uy  M idd leton)
C om edy /D ram a. Ju lian  R oscoe  (H enry Kendall) inven ts a  business pa rtne r and becom es 
invo lved  w ith  c rim ina ls .
In 1938, John  Newnham  reported  fo r F ilm  W e e k ly  tha t the  film  w as o rig ina lly  'a  com p le te ly  
s tra igh t s to ry  and it w as decided  at the  la s t m inute tha t com edy re lie f would have to  be 
in troduced . S o A la s ta ir S im  w as  enraged. He had to  appear as a  luna tic  w ho  popped in to  the  
s to ry  eve ry  now  and then. He s till doesn 't know  o f any leg itim ate  e xcuse  fo r the  in troduction  o f 
the cha racte r'. [15 ] If the  film  is  c ritic ised  fo r its  la ck  o f cohesion, S im 's  insane  e x -c ity  banker 
is  p ra ised  fo r crea ting  som eth ing m em orab le  ou t o f poor m ate ria l. It rem a ins one o f h is  oddest 
pe rfo rm ances and perhaps a  lesson  to  ac to rs  who are not rece iv in g  the  d irec tion  they  
deserve . [16] D av id  S hipm an ca lls  it a  's ta r' pa rt but its  e ffe c tiveness  is  h ijacked  due to  its 
ra the r obv ious im position  on a dull na rra tive  to ensure easy  laughs. [17] S im 's  con fus ion  abou t 
the  purpose  o f the  role resu lts  in a characte risa tion  prone to over-exagge ra tion  as if to
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com pensa te  fo r the  un insp irin g  m a te ria l. [B F I-VC ]
T h e  M a n  in  th e  M ir r o r  (M aurice  E lvey , 1936) [In te rp re te r]
(Edward E vere tt Horton, G enev ieve  Tobin, U rsu ia  Jeans, G a rry  M arsh , A ub rey  M ather, A .S ., 
F e lix  A y lm er)
Fa rc ica l C om edy. Je rem y D ilke  (Edward E ve re tt H orton), a  shy man bu llied  by his w ife , 
m o ther-in -law  and bus iness  partne r, is shown the  w ay to  su ccess  by a m ore confiden t and 
a sse rtive  a lterego (a lso p layed by Horton).
S im  is a fake in te rp re te r to  the equally  un like ly  Bogus o f B akhara  (A ubrey M ather), a  role 
w h ich  a llows him  the  oppo rtun ity  in on ly  fou r scenes  to  po rtray tw o  pe rsona litie s w ith in  one 
cha rac te r, a so rt o f m ic ro cosm ic  nod to  H o rton 's  s ta rring  part. The  firs t o f S im 's  th ree  film s  fo r 
the  p ro lific  M aurice  E lvey . [18] [V ID -O A ]
S tra n g e  E x p e r im e n t  (A lbe rt P arke r, 1937) [Bob Law le r]
(H en ry  de V ries, M a ry N ewcom be, A .S ., Jam es  C arew , Ann W em yss , D ona ld  G ray)
C rim e  D rama. A  young  chem ist, Jam es M artin (D onald G ray) is  im p lica ted  in a  jew e l robbery 
and  tu rns  to  h is  aunt, a  noto rious jew e l 'fence ', fo r help.
S im  p lays Bob Law ler, a  m em be r o f a crim ina l gang and perhaps a p rogen ito r o f S oapy  
M a rks , h is cha ra cte r in T h e  T e r r o r  (1938). N e ithe r P a rke r's  d ire ction  no r the  con fus ing  
na rra tive  o f th is  'p seudo -sc ien tific  crim e  p lay ' is  m uch liked, a lthough  S im  s tea ls  the  no tices  
as usual, described  va rio us ly  as 'convinc ing ' and 'e xce lle n t', w h ile  a  m ore  recen t a ssessm en t 
acknow ledges h is  'capac ity  fo r fawn ing v illa in y ' and cons ide rs  h im  'neve r le ss  than en joyable '. 
[19 ] [B F I-VC ]
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C lo th e s  a n d  th e  W o m a n  (A lbe rt de C ourviile , 1937) [F ranco is ]
(Tucke r M cGu ire , D o ro thy Dare, M ary Cole, Rod La Roque, G eorge S tone, C onstance  
C o llie r, A .S .)
R om antic  C om edy. On a trip  to  Cannes, Joan (T ucke r M cG u ire) rea lises tha t c lo thes  can be 
m ore  o f a d isadvantage  than  an asse t when it com es  to  im press ing  the  m an o f her cho ice .
S im  portrays F ranco is , m an-se rvan t to  Eugenia (C onstance  C o llie r). The film  is  so ld  on the  
cha rm s o f fo rm er s ilen t s ta r Rod La Rocque and h is  real life  ten yea r m arriage  to  the  equally  
fo rgo tten V ilm a  Banky, dubbed 'H o llyw ood 's  happiest couple ' by the pub lic ity  m achine . In a  
flim sy  com edy aw ash  w ith  s te reo types, S im 's  scenes  w ith C o llie r are an undoubted  h igh light. 
K in e  W e e k ly  com m ents : T h e  on ly  hum our frank ly  exposed  is  tha t confined to  the am iab le  and 
am using  techn ique  and m anne rism s o f such  w e ll-know n stage  p laye rs as C onstance  C o llie r 
and A lasta ir S im . They, in fa c t, save  the p ic tu re '. [20] The em phasis  on thea trica l ped ig ree  is  
illu s tra tive  o f the low  esteem  in w h ich  m any B ritish  film  sta rs were heid by the  c ritica l 
es tab lishm en t o f th e ir day. There  is no cu rren t p rin t a t the  BFI.
G a n g w a y  (Sonnie Hale, 1937) [Taggett]
(Jess ie  M atthew s, B a rry  M ackay , N a t Pendleton, A .S .)
M usica l com edy. Pa t W ayne  (Jess ie  M atthew s) is a  newspaper reporte r w ho poses as a  
la dy 's  m aid and becom es invo lved  w ith  a  gang o f c rooks. Loca tions m ove  from  F lee t S tree t to  
New  York v ia  an ocean  cru ise .
S im  p lays Tagge tt, an unde rcove r de te ctive  fo r an insu rance  com pany on the  tra il o f a  jew e l 
th ie f. A t las t he appears in a  m ore  high p ro file  p roduction  w h ich  exposed  him  to  w ide r 
aud iences both at hom e and in the  U .S .A .. T h e  M o n th ly  F ilm  B u lle t in  th in ks  h is  'v e ry  se c re t 
de te c tive  w a lks aw ay w ith  the  p ic tu re  in the few  sho rt scenes  in w h ich  he appea rs '; F ilm  
W e e k ly  concurs , ca lling Tagge tt h is  'firs t im portan t c ra zy  pa rt'. [21] H owever, no tices  are 
m ixed , espec ia lly  fo r M a tthew s - a fad ing s ta r by th is  tim e  - and he r husband Sonn ie  Ha le  who 
d ire c ts . [V ID -O A ]
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T h e  S q u e a k e r  (W illiam  Howard, 1937) [Joshua  Co llie ]
(Edm und Lowe, S ebastian  Shaw , Ann Todd, Tam ara  Desni, R obert New ton, A llan  Jeayes, 
A .S .)
D e tective  m elodram a. The head o f a respectab le  shipp ing firm  is unm asked  as a no to rious 
jew e l ’fence '.
S im  is cas t as Joshua  C o llie , a crim e  reporter who even tua lly  ge ts  the  scoop  he has been 
w ork ing  for. O ne c ritic  th in ks  he p resen ts  'a  young m an 's  im persona tion  o f the man we have  
com e to  know  in la te r film s '. [22] He ce rta in ly  seem s m ore v is ib le  and con fiden t than eve r 
before and a llow s the hum our to  te ll ra the r than re ly ing on an e xce ss  o f m ugging fo r the 
cam era . H is  scenes are short, but w he ther clash ing w ith h is exaspe ra ted  ed ito r o r d ic ta ting  
copy to  a  ty p is t he con tribu tes to  d riv ing  along the narra tive . Indeed it is he who in itia lly  re fe rs  
to the  film 's  title , and h is  p resence  som ehow  lends him  a posse ssion  o ve r the  u ltim a te  
destina tion  o f the s to ry , s im u ltaneous ly  function ing  as both fa c ilita to r o f the  ac tion  and 
com m en ta to r upon it. [V ID -O A ]
A  R o m a n c e  in  [ o f ]  F la n d e rs  (M au rice  E lvey , 1937) [C o lonel/C apta in  W exton ]
(a lte rna tive  title s: Los t on the  W este rn  F ront, W idow 's Island, R om ance  on the W este rn  F ron t) 
(Paul Cavanagh , M arce l C hanta l, G a rry  M arsh, O iga Undo, A .S .)
R om antic  m elodram a se t a t the  tim e  o f the  F irs t W orld  W ar and its  a fte rm ath . A rm y  se rgean ts  
John  M orley (Paul C avanagh) and Rodd Berry  (G a rry  M arsh ) both fa ll fo r Be lg ian fa rm e r's  
daughte r Y vonne (M arce l C han ta l). She tru ly  loves M orley but be liev ing  h im  dead m a rries 
B erry .
S im  p lays Colonel [som e tim es b illed as Capta in ] W exton . There  is no cu rren t p rin t a t the  BFI.
M e lo d y  a n d  R o m a n c e  (M au rice  E lvey , 1937) [P ro fe sso r W illiam s]
(Hughie G reen , M argare t Lockw ood , Jane Carr, A .S ., G a rry  M arsh , C . D en ier W arren )
M usica l com edy woven  around  the  ta len ts  o f Hughie G reen and h is  Gang. Hugh H aw k ins 
(Hughie G reen), a  young bargee w ith  m usica l a sp ira tions m anages to  p reven t d isa s te r w hen  
fire  b reaks out during a rehearsa l a t the  C rys ta l Palace.
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S im  is ca st as a p ro fe sso r w ith an uncerta in  m em ory. O ne o f his tw o  daughte rs is po rtra yed  
by M argaret Lockw ood  in an ea rly  role. There  is no cu rren t print o f M e lo d y  a n d  R o m a n c e  a t 
the BFI. [23]
S a ilin g  A lo n g  (S o n n \e  Hale, 1938) [S y lves te r]
(Jess ie  M atthew s, Roland Young, B a rry  M ackay, Ja ck  W hiting, Noel M adison , A .S ., A thene  
Seyler, F rank P ettinge ll)
M usica l C om edy. B a rgee 's  adopted daughte r K ay (Jess ie  M atthew s) g ives up the p rospec t 
o f s tardom  fo r the  love  o f h is  son S teve (B a rry  M ackay).
S im  is S y lves te r, a  w ild -eyed  pa in te r o f abs tra c ts , a  cha rac te r apparently  insp ired  by S a lvado r 
Dali. A part from  h is  natura l ab ility  fo r c low n ing  around, S im 's  value to  the  industry  a t th is  po in t 
in h is  ca ree r is  c le a rly  h is  p ro fess iona lism  and ve rsa tility . The stud io  pub lic ity  cons ide rs  him  
'in the enviab le  position  o f being s ix  types  a t once ’, and S im  comm ents: 'I'v e  p layed a  S co ttish  
reporter a t D enham  in the  m orn ing, had lunch as m y norm a l se lf and m otored  th ree  m ile s o ve r 
to  P inewood to  go 'n u ts ' fo r the  a fte rnoon ’. [24 ] [V ID -O A ]
T h e  T e r ro r  (R ichard  B ird , 1938) [Soapy M a rks ]
(W ilfrid  Lawson , B ernard  Lee, A rthu r W ontner, Linden T ravers, F lenry O sca r, Iris  Hoey, 
S tan ley La thbury, Les ley W are ing, A .S ., R ichard  M urdoch)
C rim e  Thrille r. A  m as te r crim ina l, who be trayed  his colleagues to  the po lice , known as 'The 
T e rro r’ and posing  as an o rgan-p lay ing  m onk, is  revea led to  be M r G oodm an (W ilfrid  Law son). 
S im  p lays ano ther crim ina l, S oapy M arks, ju s t re leased  from  p rison  and bent on revenge  
aga inst h is fo rm e r c rim e  boss ('The Te rro r'). A lthough he appears ninth on the ca s t lis t he  is 
g iven  supe rio r d ia logue  (by  W illiam  F reshm an, based on Edgar W a llace ) and the  added 
incen tive  o f a d isgu ise  as an ing ra tia ting  p ries t, to  say nothing o f an ex tra o rd ina ry  fina l scene  
when he em erges sem i-consc ious  from  a  tom b  in the c ryp t o f a  creepy o ld  house! L a tte rly  the 
film  has been rec la im ed  by en thus ias ts  fo r v in tage  B ritish  horro r. [25] [B F I-VC ]
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A lt 's  B u tto n  A f lo a t  (M arce l Varnel, 1938) [E us tace  - the G en ie ]
(The C razy  Gang - incl. F lanagan and A llen, N ervo and Knox, Naughton and G old, A .S .)
Farce . A t sea, the  C razy  G ang encoun te r a  G enie (S im ) w ho g rants th e ir w ishes, to  th e ir 
de ligh t and em barrassm ent.
S im  is the  Genie o f the Button. A s a fan o f F lanagan and A llen, w ith  w hom  he is reunited from  
A  F ire  H a s  B e e n  A r ra n g e d , S im  is sa id to  have  regretted  the  need to  film  m ost o f h is scenes  
sepa ra te ly  from  them  due to  the techn ica l tr ic ke ry  invo lved . H owever, like  the ea rlie r film , it is 
s ig n ifican t tha t desp ite  the su rrea lism  o f the plot, inc luding  the love rs  being eaten by a bear (o ff 
sc reen !), and the  fran tic  m us ic-ha ll an tics  o f the C ra zy  G ang team  (w h ich  qu ick ly  becom e 
w ea risom e), it is S im  who stea ls  the  film  a lm ost e ffo rtle ss ly . It should be noted tha t it is  th is  
film  w h ich  p resented  the young G eorge  Cole w ith  h is firs t im p ress ion  o f A la s ta ir S im . 
A ppa ren tly  C o le  w as  so fasc ina ted  by the  Genie tha t he w a ited until the  end o f the  film  to  see 
the  name o f the  a c to r who p layed him , little  im ag in ing he would be w o rk ing  w ith  S im  in tw o  
ye a rs  tim e  both on stage and screen . [V ID -O A ]
T h is  M a n  is  N e w s  (D avid  M acD onald , 1938) [Loch lan M acgregor]
(B a rry  K . B arnes, Va le rie  Hobson, A .S .)
C om edy. N ew spaper reporte r S im on D rake  (B arry  K. B am es) p lays a tric k  on h is ed ito r 
M acG rego r (S im ) by g iv ing him  a fa lse  s to ry  when d runk, on ly  to  d is co ve r it is true . L ike  its  
su cce sso r, T h is  M a n  in  P a r is  (1939), the  film  is loose ly  m ode lled  on the  T h in  M an' H o llyw ood  
p roductions  w h ich  had begun in 1934 sta rring  W illiam  Powe ll and M ym a  Loy as am a teu r 
s leu ths .
S im  exce ls  as  a pe rm anen tly  ha rrassed  new spaper ed ito r hungry fo r the  la tes t scoop . W riting  
in T h e  M o t io n  P ic tu re  H e ra ld , A ubrey F lanagan p ra ises h is 'jo yous ly  e tched  study in S co ttish  
s kep tic ism '. [26 ] The part is an ex tension  and re finem ent o f Joshua  C o llie  in T h e  S q u e a k e r  
(1937), but here S im  is  a llowed fa r m ore leeway by d ire c to r D avid  M acD ona ld  to  deve lop  his 
pe rfo rm ance  w ithou t being s ide-lined  as a seconda ry characte r. A s T o d a y 's  C in e m a  a ffirm s : 
'A cting  honours are secured  by A las ta ir S im ...he  dom ina tes  the ac tion  th roughou t and 
con trib u te s  a  good deal to  the p reva iling h ila rity '. [27] [V ID -O A ]
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C lim b in g  H ig h  (C aro l Reed, 1939) [M ax  To llive r]
(Jess ie  M atthew s, M ichael R edgrave, Noel M adison , A .S ., M argare t V yner, F ranc is  S u llivan) 
Fa rc ica l C om edy. N ic ky  (M ichae l R edgrave) is  a  young m an o f independent m eans who 
(lite ra lly !) bum ps in to  D iana  (Je ss ie  M atthew s), a  model. He is a lso  invo lved  w ith  a soc ie ty  
g irl, Lady C ons tance  W estacre  (M argare t V yne r). A fte r num erous com p lica tions, all is  
reso lved  on a S w is s  m ountain top.
S im  has an engag ing ly  o ffbeat ro le as a  com m un is t fo rced  to  pose as the ’before ' m odel fo r a  
m a le  health and beau ty p roduct in o rde r to  pay the rent. W ith  h inds igh t som e o f h is  lines are 
un fortuna te  in the  h is to rica l con tex t o f S ta lin 's  gulag - S im  ca lls  h im se lf the 'iron  com m issa r' - 
and the com ing  ho rro rs  o f Dachau, A uschw itz  and B elsen - He jo kes  to  h is landlord: 'D idn 't I 
p rom ise  to  send  yo u r w ife  to  a  concen tra tion  cam p? ' W e ll-conce ived  as S im ’s cha ra c te r is, it 
does ra ther ca s t doub t on h is re levance  to the  scenario , and a lso  d raw s a tten tion  to  the  
pe rce ived  com p la cency  o f Je ss ie  M a tthew s' film s  in the face  o f the  rea lities o f a  changing  
w orld . [28] A  young  C aro l Reed seem s ou t of h is  depth in com edy and Je ss ie  M a tthew s' la s t 
film  as a m ajor s ta r opened to  poor no tices. [V ID -O A ]
In s p e c to r  H o m le ig h  (Eugene Forde, 1939) [Sergean t B ingham ]
(G ordon  H arke r, A .S ., M ik i Hood, W a lly  P a tch )
D e tective  D ram a. In specto r H om leigh (G ordon H arker) so lves  the m ys te ry  o f the 
C hance llo r's  s to len  budget case, encoun te rs severa l m urders a long the way, and unm asks  
the  cu lp rit and h is  m o tive . Deve loped from  a su ccess fu l radio se rie s  by Hans P riw in, w h ich  
w as firs t b roadcast during  C orona tion  w eek in 1937.
In the  firs t o f th ree  popu lar com edy-d ram as S im  po rtrays the  d im w itted  Sergeant B ingham . 
He fo rm s an e ffe c tiv e  and com p lem en ta ry sc reen  pa rtne rsh ip  w ith  G ordon H a rke r's  s te rn e r 
inspecto r. K in e  W e e k ly  conside rs tha t 'A la s ta ir S im  m ore than  adequa te ly com p le tes  the 
team ', while  V a r ie ty  like s  h is 'unconscious  and typ ic a lly  B ritish  bon-m ots '. [29] [B F I-VC ]
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T h is  M a n  in  P a r is  (D avid  M acDona ld , 1939) [Lochlan  M acG regor]
(B a rry  K. Barnes, V a le rie  Hobson, A .S ., Naom i P la sk itt))
C om edy. R eporte r S im on  D rake  (B arry K. B arnes) h is w ife (Valerie  H obson) and ed ito r 
M acG rego r (S im ) re loca te  to  P aris  try ing  to  c lea r a peer accused  of possessing  fo rged  bank 
notes.
The team  from  T h is  M a n  is  N e w s  reunite fo r a  sequel som e c ritic s  find d isappo in ting . The 
im portance  o f S im 's  con tribu tion  to  the film  is acknow ledged  by h is on -screen  b illing  w h ich  is  
am ended from  the  supporting  'w ith ' o f the firs t film  to  the  m ore inc lus ive , s ta rrie r 'and' o f the  
second. The pub lic ity  no tes the  'enlarged opportun ities fo r h is  heaven-beseeching  despa ir and 
h is crocod ile  sm ile ', and the  c ritic s  cannot d isagree : G raham  G reene cons ide rs  tha t he is  
'again acting  e ve rybody  e lse  o ff the se t’, and A ub rey  F lanagan th in ks h is 'con fused  and 
confounded  S co ts  ed ito r runs aw ay w ith the film ', noting tha t at a  trade  screen ing  'S im ’s 
g rim acings and incohe ren t gesticu la tions  evoked  re ite ra ted  laughter'. [30] Naom i S im  m akes 
a de ligh tfu lly  p layfu l unb illed cam eo appearance as S im 's  landlady C o lette  M acK in tosh . 
[BF I-VC ]
In s p e c to r  H o m le ig h  o n  H o lid a y  (W a lter Forde, 1939) [S ergeant B ingham ]
(Gordon  H arke r, A .S ., L inden T ra ve rs , W a lly  P atch, E dw ard  Chapm an)
D e tective  D ram a. Bored on the ir seaside ho liday, In spec to r H om leigh (G ordon H a rke r) and 
h is  se rgeant (S im ) find  tim e  to  so lve  a  m urder and unm ask  a crim ina l gang invo lved  in an 
insu rance  scam .
S im  and H a rke r rep rise  the ir ro les from  In s p e c to r  H o m le ig h ; th is  tim e  the duo  v is it a  
cem ete ry , a b ridge  c lub  and a hospita l where the un lu cky  B ingham  has to  pose  as a co rpse ! If 
anyth ing  the  second  film  in the se ries  appears to  be an im provem ent on the firs t - see  G eo ff 
B row n 's  op inion be low  - the  s to ry  deriving  from  a nove l by Leo G re x  developed  in to  an 
adm ired  sc reenp lay  by F rank Launder and S idney G illia t, im portant figu res  in S im 's  fu tu re  
deve lopm ent as a  film  acto r. The B ritish  W a lte r Fo rde replaces h is  Am erican  nam esake  
Eugene Forde (no re la tion) as d irecto r. G eo ff B rown comm ents: 'D ram a tica lly  the  s to ry  is 
ingenious, even  if the  d irec to ria l cam ping  has transcended  the  bounds o f p la us ib ility  w ith
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occasiona l en thus iasm ...The  ya rn ...e x tra c ts  the u tm ost com edy'. [31] There is no cu rren t 
v iew ing  copy  a t the BFI. [B F I-PP ]
L a w  a n d  D is o r d e r  (D avid  M acDona ld , 1940) [Sam uel B light]
(B a rry  K. B arnes, A .S ., D iana  C hu rch ill, Edward  C hapm an)
Esp ionage C om edy M e lodram a. La rry  P reston  (B arry  K. B arnes), a young  so lic ito r, ta ke s  to  
s u cce ss fu lly  defending a num ber o f thugs accused  o f sabotage, m uch  to  the horro r o f h is 
sen io r pa rtne r B ligh t (S im ) and the  annoyance  o f the  po lice . H ow ever, L a rry  is de te rm ined  to 
w in  the gang 's  confidence.
S im  is reun ited  w ith  D avid  M acD ona ld  and B arry  K. B arnes from  the  'T h is  Man' film s. L ike  
them , it has T h in  M an' para lle ls , th is  tim e  se t in the legal w orld . Them es o f espionage and 
sabo tage  and the  ou tb reak o f W orld  W a r Tw o ensure  to p ica lity , and no tices  fo r the  film  are 
genera lly  pos itive . S im  rece ives  h is  now  cus tom a ry  p laud its, a lthough one  rev iew er fee ls  tha t 
the  na rra tive  is unnecessarily  s ta lled  by an e xcess  o f c low n ing and w isec rack ing , pe rhaps a 
h in t tha t the  fo rm u la  is beginning to  w ea r th in . [32] There  is no cu rren t p rin t a t the BFI.
N e ro  (F id d lin g  F u e l)  (A lexander M ackend rick , 1940) [N ero]
(A .S ., G eorge  Cole)
M in is try  o f in fo rm ation  short fiim  abou t w a rtim e  fuel conserva tion . A  schoo lboy  (George C o le ) 
w anders a round  a m useum  w here  a s ta tue  o f Nero (S im ) com es  to  life  and boasts o f h is  
crim es. N ext to  H itle r's  m isdeeds the  schoo lboy rem a ins un im pressed  un til roused by N e ro 's  
burning o f Rome.
The end cap tion o f th is  90 -second  gem  reads: 'D on 't be like  Nero - be a good c itizen  and 
SAVE  FUEL ', a  neat ju xtapos ition  o f a  fic tiona l encoun te r w ith  a  h is to rica l figure and the 
p resen t day docum enta ry rea lity  o f the  war. Ph ilip  Kem p obse rves  tha t: 'Throughou t th is  
b iza rre  trifle  S im  ham s ou trageously , w h ile  the cam era  jum ps  from  one fixed  pos ition  to  
another. It w ould take  the  m ost fana tica l au teu ris t to  de tec t a  m a jor d ire cto ria l ta len t in  the 
m aking here'. [33] [V ID -O A ]
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H e r  F a th e r 's  D a u g h te r  (D esm ond  D ick inson , 1941) [M r M cFo rre st]
(A .S ., Jenn ife r G ra y , V io la  Lyel, S idney M onckton , Edward  Borrow )
M in is try  o f In fo rm ation  sho rt to  encourage w om en to  tra in  as eng ineers. An in to le ran t 
managing d ire c to r, M r M acF o rre s t (S im ), is s trugg ling  to  fu lfil a  new  con tra c t w ith  a reduced  
w o rk fo rce , but dogm a tica lly  opposes the  tra in ing  o f wom en. H is  a rrogan t se x ism  is 
m ocked  e spec ia lly  when he in tones h is ca tchphrase : 'as  a  p rac tis ing  eng ineer o f 33 ye a rs  
experience '. H is  daugh te r M a ry  (Jenn ife r G ray) cha llenges him  to  a bet tha t she can becom e  
an engineer w ith  on ly  tw o  m on ths tra in ing , and su rp rises  h im  by appearing  a t a  lathe in h is 
own  facto ry.
T h is  8 -m inu te  d ram a tic  ske tch  is a cha ra c te ris tic  w artim e  in teg ra tion  o f fic tiona l and 
docum enta ry gene ric  conven tions w here  scenes  o f fa c to ry  and hom e life a lte rna te  
unprob lem atica lly  w ith  in fo rm ation  and advice  underp inned by com m en ta ry  on the  
sound track. S im  exh ib its  a  m a rve llous  range o f m oods, ges tu res and fac ia l e xp ress ions . 
[BF I-VC ]
In s p e c to r  H o m le ig h  G o e s  T o  I t  (W a lter Forde, 1941) [Sergeant B ingham ]
(a lternative  title : M a il T ra in )
(Gordon H arke r, A .S ., P hy llis  C a lve rt, Edward Chapm an, R aym ond H un tley, W a lly  P a tch ) 
Espionage com edy th rille r. In specto r H om ieigh (G ordon  H a rke r) and S ergean t B ingham  (S im ) 
jo in  the a rm y to  tra c k  down a fifth  co lum n ist.
The th ird  and fina l film  in the  se ries  is  m arked  by ano ther un like ly  p lo t in w h ich  H a rke r 
assum es the m antle  o f h is to ry  m aste r w h ile  S im  has a h ila rious scene as a  dental a ss is ta n t. 
The film  is as m uch  a  tribu te  to  the ir inven tive  and resource fu l pa rtne rsh ip  as to  the d ire c tio n  
of W a lte r Forde. [34 ] [B F I-VC ]
C o tta g e  T o  L e t  (A n thony A squ ith , 1941) [C ha rles  D im ble ]
(a lte rna tive  title : B om bsite  S to len)
(Leslie  B anks, A .S ., John M ills , G eorge Cole, M ichael W ild ing, W a lly  P a tch )
Espionage C om edy  M e lodram a. An inven to r, John  Barring ton  (Les lie B anks) is  engaged in
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w ork  on bom b guidance p lans a t h is esta te  in S cotland , unaware  tha t h is house and the 
co ttage  in its g rounds are a h ive  o f esp ionage  a c tiv ity . F ree ly adapted from  a recen t W est End 
stage success .
S im 's  C harles D im b le , even tua lly  revealed to  be a B ritish  agent, is a ided by Ronald (G eorge 
C o le ), a  schoo lboy evacuee, to  fo il a gang o f fifth  co lum n is ts . W ith  ch a ra c te ris tic  generos ity , 
S im  a llow s Cole to  s teal e ve ry  scene  in w h ich  they appear togethe r, and a lthough th is  has the 
e ffe c t o f d raw ing  a tten tion  aw ay from  his own perfo rm ance , it is nego tia ted w ith  a g rea te r 
sub tle ty  than eve r before. V a r ie ty  app lauds h is 'sm oo th  m ixtu re  o f ch ill and cheer', while  T h e  
M o n th ly  F ilm  B u lle t in  finds him  'su rp ris in g ly  convinc ing  when se rious  to  those  who a lw ays  
th in k  o f him  as funny '. [35] The m erits  o f S im 's  pe rfo rm ance  are all the  m ore sa lien t in the 
con text o f re v iew s w h ich  find  fau lt w ith  the adaptation o f G eo ffre y K e rr's  s tage  p lay and 
A squ ith 's  d irection . [V ID -O A ]
L e t  th e  P e o p le  S in g  (John B axte r, 1942) [P ro fe sso r E rns t K ronak]
(A .S ., Fred Em ney, Edward  R igby, P a tric ia  Roc, O live r W ake fie ld )
C om edy. An ex-com ed ian , T im m y T ive rton  (Edward R igby), m eets a  C zech  p ro fe sso r (S im ), 
bo th  of them  in h iding from  the  po lice . They decide  to  jo in  fo rce s  and ga in  em p loym en t under a  
tra ve llin g  showm an, M r F la ssocks  (R obert A itken). A t D unbury, th e ir pe rfo rm ance  is  h indered 
by a  iegai d ispu te . Adap ted from  the novel by J .B . P ries tley .
D esp ite  heading the  bill in a  fea ture -leng th film  fo r the firs t tim e  s in ce  T h e  B ig  N o is e , S im  
seem s uncom fortab ly  m iscas t. G eo ff B rown and Tony A ldga te even  cons ide r h im  'the film 's  
b iggest handicap', while  C aro line Lejeune notes the  lim ita tions o f h is  'C zech  p ro fe sso r w ith  a  
S co ttish  accen t'. [36] He is lum bered too by pom pous d ia logue and a  g ro tesque  appearance 
com p lete  w ith  p ros the tic  beard, and his cha ra c te r's  hum ou rle ss se rm on is ing  is  no m atch  fo r 
the  sp irited e ccen tric ity  o f F red  Em ney's  la rger than life  S ir G eorge D enbe rry -B ax te r. The 
e ffe c t o f h is  pe rfo rm ance  is a lso  d im in ished  by the film ’s  execu tion  in c in em a tic  language 
when the adap tation  has c le a rly  not escaped  from  P rie s tle y 's  o rig inal thea trica l concep tion . 
[V ID -O A ]
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W a te r lo o  R o a d  (S idney G iliia t, 1944) [D oc to r M on tgom ery]
(a lte rna tive  title : B lue fo r W aterloo)
(John  M ills, S tew a rt G ranger, A .S ., Jo y  Shelton)
D ram a. J im  C o lte r (John  M ills ) dese rts  the a rm y  to  tra ck  down his lonely w ife  T illie  (Joy 
Shelton) w ho has fa llen  fo r d ra ft dodger and loca l Lothario Ted P u rv is  (S tew art G ranger). The 
ac tion  ta kes p lace (la rge ly  in fla shback ) aga inst the background  o f the  rum bling unce rta in ty  o f 
the 1940/41 a ir ra ids.
S im 's  D oc to r M on tgom ery  p resen ts a  kind o f cho rus figure o f periphera l im portance  to  the  
m ain na rra tive , ben ign ly  ove rsee ing  and obse rv ing  everyth ing , h is pa tria rcha l vo iceove r 
lending him  the  g lo ss  o f m oral au tho rity . He opera tes too  as a  kind o f ca ta lys t fo r the  
approach ing con fron ta tion  between J im  and Ted. Robin C ro ss  desc ribes h is 'o rchestra ting  
even ts  like  an e ccen tric  d e u s  e x  m a c h in a l and believes him  to  be 'a  po rten t o f the  Labour 
governm ent o f 1945 - auste re  in the  fash ion o f S ta ffo rd  C ripps but ca ring  none the  le ss, not 
w ithou t hum our and know ing  in pa te rna lis tic  fash ion  w ha t's  best fo r the  w o rke rs ', p lac ing  him  
'am ong the rad ica l m idd le  c la ss...th e  gen tle  s tanda rd -beare r o f the ph ilo sophy w h ich  M ichael 
F rayn  b rillia n tly  cha ra c te rised  as belonging to  the  post-w a r ’h e rb ivo re s". [37] S im 's  cha racte r, 
crea ted  by Val V a len tine, upon whose  s to ry  S idney G iliia t bases h is  scrip t, is  m ode lled  on the 
pre-NationaJ Hea lth  S e rv ice  'penny ' doc to rs  w ho charged little  o r noth ing  fo r the ir se rv ice s  and 
en joyed  a  repu ta tion  as the  loca l philosopher. B u i S im 's  doc to r is  not un ive rsa lly  adm ired . T h e  
N e w  S ta te s m a n  d is lik e s  h is  'ph ilosoph ica l m us ings ' and G iliia t la te r conside red  him  m iscas t, 
c iting  h is e cce n tric ity  and the fa c t tha t 'he w asn 't regarded p rim a rily  as a  com ed ian ', an 
extrao rd ina ry  a sse ssm en t in v iew  o f S im 's  ea rlie r w ork. [38] A lthough  the  ro le is not large  it is  
im portan t in S im 's  ca ree r as its  g rav itas suggests  he can accom m odate  m ore  se rious  
cha rac te rs  in to  h is  acting  reporto ire ; it a lso  s igna ls  the end o f a  long app ren ticesh ip  as a 
supporting  p layer. [V ID -O A ]
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(S ally  G ray, T re vo r Howard, R osam und John, A .S ., Leo Genn, M egs Jenk in s)
Thrille r. In spec to r C ockriil (S im ) is  ca lled to  H e ron 's  P a rk  H ospita l - a  converted  E lizabe than  
m anor in the  coun try  - to  investiga te  the  death o f a  loca l postm an  in susp ic io us  c ircum s tances  
on the  opera ting tab le . R econs tructing  the  operation , the  in spec to r tra p s  the  m urdere r, N urse  
Sanson  (R osam und  John), but not before she has ingested the p ills  tha t k ill her.
S im  w as not the  d ire c to r's  firs t cho ice  fo r the  in spec to r and one w onders how  d iffe ren tly  his 
pa rt m igh t have  been p layed  by R obert M orle y w ho declined  the  ro le due to  thea tre  
com m itm en ts . S im 's  e ccen tric  noncon fo rm ist d e te c tive  exh ib its  a  m isch ie f w h ich  c lea rly  
de lighted pos t-w a r w eary aud iences and c ritic s , a lthough h is parody is  never ach ieved  a t the 
expense  o f a  lessen ing  o f d ram atic  tens ion. R ichard  W inn ington  be lieves it is S im 's  cha ra c te r 
'on w hose expe rt flip pancy the film  en tire ly  depends fo r su rv iva l', w h ile  co -s ta r T re vo r H oward  
decla res  tha t 'it w ou ldn 't have  been w orth  m aking  w ithou t A lasta ir'. [40] Paul H o lt's  com m en ts  
are typ ica l o f con tem po ra ry  adm ira tion fo r S im : 'S o  lo ve ly  is th is  m an 's  tim ing , so  w onderfu l 
h is g rasp  o f the  deep foo lishness o f m an 's  d ign ity , th a t a  little  ripple o f c lapp ing  b roke  ou t [at 
the p ress screen ing ]'; he concludes: 'A lw ays  m y eyes  w ent back to  A la s ta ir S im '. [41] 
[V ID -O A ]
H u e  a n d  C r y  (C harles  C rich ton , 1947) [Fe lix  H. W ilk in son ]
(A .S ., V a le rie  W h ite , Ja ck  W arner, H arry  Fow le r, F rede rick  P iper)
Adven tu re . F ifteen -yea r-o ld  Joe K irby  (H arry  Fow le r) and h is friends d isco ve r tha t a  crim ina l 
gang is  us ing th e ir favou rite  w eek ly  m agazine  to  pass  on in form ation. W ith  the  a id o f a 
re c lu s ive  au thor, Fe lix  W ilk inson  (S im ), th ey  round up the  crooks.
S im 's  role is  re s tric te d  to  on ly  tw o  scenes  [a  b rie f th ird  is  a  s ing le sho t], bu t such  is the ir 
im pact tha t he heads the ca s t and is billed above  Ja ck  W arner and the  teenage  Fow ler. S im 's  
fas tid ious  and s lig h tly  s in is te r au thor rece ives  m ixed  no tices : V a r ie ty  th in ks  he w ill d isappo in t 
h is  public and K in e  W e e k ly  tha t he tends to  ove ract; however, it is th is  
'm agn ificen t...o ve rp la y ing ' w h ich  sc reenw rite r T .E .B . C la rke  m ost adm ires, and in the  con te x t 
o f a  sim p le  s to ry  Helen F le tche r f in d s ' h is cyn ic ism  de lectab le '. [42] [V ID -O A ]
G re e n  F o r  D a n g e r  [39 ] (S id ney  G illia t, 1946) [In s p e c to r C o c k riil]
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C a p ta in  B o y c o t t  (F rank Launder, 1947) [Fa the r M cKeogh]
(S tew art G ranger, Ka th leen  Ryan, C ecil P arker, M ervyn  Johns, A .S .)
D ram a. Se t in C oun ty M ayo  a round 1880, the s to ry  conce rns the rebellion o f poor Irish tenan t- 
fa rm e rs aga ins t th e ir opp ress ive  E ng lish  land lo rds, in pa rticu la r C apta in  B oyco tt (C ec il 
P arke r) who is  shunned  by loca l v illa ge rs  led by Flugh D avin  (S tew art G ranger). T he ir 
peaceful p ro te st is  u ltim a te ly  su cce ss fu l as B oyco tt is d riven  away.
S im  po rtrays an even-handed  p riest, and stud io  pub lic ity  o f the  tim e  m akes m uch  o f h is qu ie t 
humour and th ea trica l pedigree in a  de term ined  a ttem pt to  in te rna tiona lise  h is appeal. Indeed it 
is  an Am erican  com m en ta to r w ho cons ide rs  h is pe rfo rm ance  'ou ts tand ing ', w h ile  T h e  N e w s  
C h ro n ic le 's  E ric  W a tk in s  th in ks  'a ctin g  honours go to  A la s ta ir S im  as the p riest. H is  few  
m om ents in the  pulp it, s triv in g  to  m ake  the best o f both w orlds , are m ore m emorable even  
than Robert D ona t's  b rie f appearance  as P arne ll'. [43] O the rs  d isagree , a lthough, like  p a rt o f 
the  acting  fu rn itu re , they  seem  to  w e lcom e his p resence in the  film . V a r ie ty . 'G ood  a c to r as 
A la s ta ir S im  is , he is s till a  Sco t, and h is  humour is not tha t o f the Irish  pa rish  p riest'; F red 
M a jda lany o f T h e  D a ily  M a il. 'A la s ta ir S im  does an A las ta ir S im ', and C aro line  Lejeune in T h e  
O b s e rv e r  conc ludes  tha t 'a lthough A la s ta ir S im  does not look no r sound fo r one ins tan t like  an 
Irish  p riest, he g ives  a  ve ry  engaging exh ib ition  o f S im m ery  and m um m ery '. [44 ] [V ID -O A ]
L o n d o n  B e lo n g s  T o  M e  (S idney G illia t, 1948) [H enry S qua les]
(a lte rnative  title : D u lc im e r S tree t)
(R ichard  A ttenborough , A .S ., Fay C om pton, S tephen M urray, Jo yce  C a rey)
C om edy D ram a. S e t in a  typ ica l S ou th  London board ing house  ju s t before the  ou tb reak  of 
W orld  W a r Two, the  film  cen tre s on its  res iden ts w ho ra lly  to  the  de fense  o f P ercy  Boon  
(R ichard  A ttenborough), a  garage  m echan ic , when he is a rre sted  on a  m u rder charge.
S im  p lays a fa ke  m edium  - an echo  o f h is  ea rlie r role as M r Nebulae in T h e  P r iv a te  S e c re ta ry ,  
to  say noth ing o f M argare t R u therfo rd ’s ra the r m ore b o n e  f id e  M adam e A rca ti in B lith e  S p ir i t  
(1945). S tud io  pub lic ity  quo tes him  as conside ring  the role 'the m ost e xc itin g  and e xac ting  o f 
h is screen  ca ree r' and tha t 'M r Squales w as on ly  funny because  he had no sense  
o f hum our'. [45] H owever, c ritica l response to  h is  pe rfo rm ance  is  tem pered  by the
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unconvinc ing  m ix  o f genres, a comm on ly noted d raw back in post-w a r B ritish  cinem a. T im e  
a n d  T id e  finds S im 's  cha ra c te r ’s ym bo lic  o f the whole film 's  frustra tion , being by tu rns  a lm ost 
equa lly irre s is tib le  and irrita ting ', w h ile  T h e  N e w s  o f  th e  W o r ld s  c ritic  th in ks  tha t 'w ithou t him  I 
should not have  found  the  film ...ha lf as en terta in ing as it w as...H e  dom ina tes a p ic tu re  w h ich  
sw ays  uneasily  be tw een  com edy and d ram a, and w h ich a t tim es s in ks  into  ba thos '. [46 ] A t 
leas t one scene featu ring  S im  and Joyce  C arey, as the  lone ly landlady M rs  V izza rd , seem s to  
be parodied in T h e  L a d y k il le r s  (1955), a lthough when questioned  about the s im ila ritie s  d ire c to r 
A lexander M ackend rick  had no reco llection  o f S idney G illia t's  film . [V ID -O A ]
T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  (F rank Launder, 1950) [W etherby Pond]
(A .S ., M argare t R u therfo rd , Jo yce  G ren fe ll, R ichard  W attis , G uy M iddle ton)
Fa rc ica l C om edy. Due to  a w a r-tim e  m in is try  e rro r, the  g irls  o f S t. Sw ith in 's  school and the ir 
s ta ff - headm is tress, M is s  W h itchurch  (M argare t R u therfo rd ) - are b ille ted  w ith  the  boys  o f 
N utbourne C ollege  and th e ir s ta ff - headm aster, W e therby Pond (S im ). C on ie iden ta lly  it has 
a lready been a rranged  fo r som e parents o f St. S w ith in 's  and governo rs o f the  boys ' schoo l to  
v is it Nutbourne fo r an open day. Adapted from  John D igh ton 's  su cce ss fu l W est End p lay 
w h ich  opened a t the  A po llo  Thea tre  in M arch  1948 and ran fo r 605 pe rfo rm ances.
S im 's  harassed  headm aste r m ore than m eets h is  m atch  in R u therfo rd 's  fo rm idab le  M is s  
W h itchurch. N aom i S im  th in ks  they 'm a tched  each  o the r pe rfe c tly  du ring  th e ir scenes  
toge the r when you  fe lt tha t the ir m utual anger m igh t cause  them  to  ign ite  a t any m inu te , i 
a lw ays fe lt those  tw o  had a lo t in comm on in tha t th e ir p laying  o f anyth ing  at a ll w as so  h igh ly  
ind iv idua l. You cou ldn 't em p loy  a  M argaret R u therfo rd  'type ' o r an A la s ta ir S im  'type ". [47 ] In 
re tro spect the  film  seem s to  look forward to  the  S t. T rin ia n 's  se rie s, th e ir connec tion  
underlined by the  d ire c to r's  use  o f Ronald S ea rle 's  d raw ings to  adorn the title  sequence. 
[V ID -O A ]
S ta g e  F r ig h t  (A lfred  H itch cock , 1950) [C omm odore  G ill]
(Jane  W ym an, M arlene D ie trich , M ichael W ild ing, R ichard  Todd, A .S ., S yb il Thornd ike )
Thrille r. Jonathan C ooper (R ichard  Todd), a  fo rm e r dancer, seeks help from  fo rm e r g irlfrie nd
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and RADA  studen t E ve  G ill (Jane  W ym an) when he is suspec ted  o f the  m urder o f m usica l 
com edy sta r C harlo tte  Inw ood 's  (M arlene  D ie trich ) husband. E ve  decides to  help h im , but 
a fte r num erous adven tu res it is  revea led  tha t Jonathan  is the m u rde re r a fte r all.
A longside  the c in em a tic  heavyw e igh ts  (D ie trich  and W ild ing especia lly ) S im 's  pe rfo rm ance  - 
and tha t o f S yb il Tho rnd ike  - is  e spec ia lly  w e lcom ed. S ig h t a n d  S o u n d  dec la res: 'it is enough 
fo r A la s ta ir S im  to  s tro ll on to  the sc reen  in a cha rac te r pa rt...and  the a ir beg ins to  c ra ck le '; 
T h e  D a ily  T e le g ra p h  th in ks : 'A la s ta ir S im  g ives  us one o f h is m ost go rgeous c rea tions , 
e ccen tric  but not beyond  b e lie f, w h ile  T h e  T im e s ' c ritic  apprec ia tes h is 'rich  re lish  fo r the  
odd ities  and qu irks  o f characte r'. [48 ] F ranco is  T ruffau t, in conve rsa tion  w ith  H itch co ck, 'd id n 't 
ca re  fo r A la s ta ir S im  in the ro le o f Jane  W ym an 's  co lou rfu l father. I ob jected  to  the  a c to r as 
w e ll as to  the  cha ra c te r'. [49] U n fo rtuna te ly  he fa ils to  g ive  a reason fo r h is  opinion, and 
instead  o f de fending  the a c to r as one m ight expect, H itch cock  b lam es pe rsuasive  ca s tin g  
agen ts fo r S im 's  inc lus ion  in the  film . R ichard Todd enjoyed m aking the  film  and pa rticu la rly  
loved  to  w a tch  S im  and Thornd ike  whom  he describes as 'beau tifu lly  do tty  bu t to ta lly  
con tro lled  in th e ir w o rk '. [50] C e rta in ly  the ir na tu ra lness on screen , exem p lified  best by S im 's  
re laxed de live ry, h is  old pu llove r and p laying  o f the accordeon , con tra s ts  sha rp ly  w ith  
D ie trich 's  thea trica l facade. S im 's  blunt: 'If the re 's  one th ing  I can 't bear it's  in s in ce rity ' 
pe rfe c tly  encapsu la tes  C om m odore  G ill's  in teg rity. In all p robab ility  h is  w o rds  a re w ritten  by 
S im 's  g reat friend , the  p layw righ t Jam es  B rid ie, who is responsib le  fo r 'add itiona l d ia logue ' in 
the  film . [V ID -O A ]
M r  G ill ie  (BBCTV , K evin  Sheldon (p rod .), 25/7/50) [M r G illie ]
T e le v is ion  p roduction  o f Jam es B rid ie 's  stage p lay. M r G illie  (S im ), a v illage  schoo lteache r, is 
acc iden ta lly  k illed  and finds h im se lf between a Heavenly Judge  and P rocura to r. H is  life  and 
a ttitudes  to  h is  pup ils  are then scru tin ised .
B rid ie 's  p lay opened in M arch  1950 a t the G a rrick  Theatre w ith  S im  in the  title  role and 
d irec ting . It seem s like ly  tha t a t least som e o f the theatre  cas t appear in th is  te le v is io n  ve rs ion . 
W riting  in T h e  O b s e rv e r , C aro line Lejeune conside rs the re su lt 'a  b rave  try  and w e ll w orth  
doing, but the s tage  acto rs  seem ed jum py in the ir new  su rround ings and needed a m ore
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ru th less  p roducer...to  contro l them '; she con tinues: 'Again and aga in  A la s ta ir S im 's  qu ick  
m ovem ents m ade his face lack s te reoscopy ' w h ich is p robably  le ss  the  fau lt o f the a cto r than 
the  lim ita tions o f the  techno logy and the  p ressu res  o f appearing  in a  live  te le v is ion  p lay. [51] 
A cco rd ing  to N aom i S im  th is  w as her husband 's  own pa rticu la r fa vou rite  am ong B rid ie 's  
p lays, a sen tim en t con firm ed  by the  appearance  o f a  new  p roduction  fo r the BBC  
ten  yea rs  la te r again featu ring  S im  (see be low ). No copy su rv ive s .
L a u g h te r  in  P a ra d is e  (M ario  Zam pi, 1951) [D en is ton  R usse ll]
(A .S ., Fay C om pton, B ea trice  Cam pbe ll, G uy  M iddleton, G eorge  Cole, Jo yce  G ren fe ll) 
C om edy. An e ccen tric  old p rac tica l jo ke r d ies leav ing £50 ,000 to each  o f fou r re la tives  on 
cond ition  tha t th e y  com p le te  ce rta in  s tipu la ted  ta sks . A  tim id  bank c le rk , F lerbert R usse ll 
(G eorge Cole) m ust hold up the bank m anager w ith  a  w a te r p isto l; A gnes (Fay  C om pton), a  
dom estic  ty ran t, should  find a job  as a m aid fo r a  m onth; S im on  (G uy M idd le ton), a  p layboy  
and gam b le r is to  p ropose to  and m arry the  firs t g irl he m ee ts; and D en is ton  (A la s ta ir S im ), a 
w rite r o f cheap  th rille rs , has to  com m it a c rim e  wh ich w ill in ca rce ra te  h im  fo r a  m onth.
The d ifficu lty  w ith  the  film  is  revea led  in the  unevenness o f its  ep isod ic  s tru c tu re , and the 
a lm os t un ive rsa l p ra ise  fo r S im 's  acting is a lw ays  at the  expense  o f the  w riting  and d irection . 
W illiam  W h itebait rem arks: 'Thank heaven fo r M r S im . B u t he m ust be getting  tired  o f tha t 
fla tte ry  w h ich requ ires him  to  save  film s  from  being too  aw fu l'; and T h e  M o n th ly  F ilm  B u lle t in 's  
c ritic  th inks  him  'rich , ou ts ize  and com ic ' and continues: 'H is  best scene , in w h ich  he va in ly  
trie s  to  be noticed stea ling  from  a departm en t s tore, is  e x trem e ly  funny, and he m anages to  
m ake  m uch o f h is m ate ria l sound ra the r be tte r than it p robab ly  is '. [52 ] [V ID -O A ]
L a d y  G o d iv a  R id e s  A g a in  (F rank Launder, 1951) [H aw trey  M uring ton]
(a lte rna tive  title : B eau ty Queen)
(P au line  S troud, D ennis  P rice, John  M cC a llum , S tan ley H o lloway, K ay Kendall, D iana  D o rs ) 
C om edy. M arjorie C la rk (Pauline S troud), a p re tty  w a itre ss  in a p rov inc ia l tow n, w ins a beau ty 
con tes t and im ag ines she is on her w ay to  fam e and fo rtune, on ly  to  end up about to  s trip  in a 
th ird -ra te  touring revue  when her pa rents a rrive  to  rescue  her.
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Th is m iid sa tire  on the e th ics o f those  w ho crea te  charm  school s ta rle ts  boasts an 
extrao rd ina ry cas t inc luding  D ora B ryan , R ichard  W a ttis , S id Jam es, G oogie W ithe rs , T re vo r 
Howard, Joan  C o llins  and J im m y  Young! H owever, th is  hard ly com pensa tes fo r a s c rip t 
w h ich  needs a c risp e r sa tirica l edge. The excep tion  is a m arve llous unbilled cam eo  from  S im  
as a bankrup t film  p roducer happy to  share h is bun and m ilk  w ith  M arjo rie , w hom  in be tte r 
tim es  he m igh t have pu rsued  around h is  desk! C aro line  Lejeune comm ents: 'F o r one  g lo rious  
m om ent under h is hands the  whole screen  b lo ssom s, as he huddles c lo se r in to  h is  g rea tcoa t, 
regards the B eau ty Q ueen w ith  an eye o f fa the rly  la ck lu s tre , and u tte rs  the co ronach  o f [the ] 
B ritish  film  in dus try  in the  a ccen t...o f da rke s t Caledon ia : 'W ha t w ith  H o llyw ood  to  the  righ t o f 
us and the  G ove rnm en t behind us, ou r pos ition  is, as ever, on the  b rink ’". [53] [V ID -O A ]
S c ro o g e  (B rian D esm ond  H urst, 1951) [E beneeze r S crooge ]
(a lterna tive  title : A  C h ris tm as  C aro l)
(A .S ., Ka th leen H arrison , Ja ck  W arner, M ichael Hordern, M ervyn  Johns, H erm ione  B adde ley, 
G eorge Cole, R ona A nderson)
D ram a. D ickens ' fam ous m o ra lity  ta le  o f E beneezer S crooge  (S im ), a  m ise rly  bus inessm an , 
w ho is re form ed  a fte r n igh tm ares a t C h ris tm as-tim e .
The film , o r a t le as t S im 's  characte risa tion , has a tta ined  som eth ing  approach ing c la s s ic  s ta tus 
and is now  o ften  spoken  o f as the  de fin itive  ve rs ion  o f D ickens ' s to ry . Bu t th is  w as  no t a lw ays  
the case . T h e  M o n th ly  F ilm  B u lle t in 's  rev iew  is  critica l o f the  d ire c to r's  ove ra ll la ck  o f s ty le  and 
suggests  th a t the  casting  (includ ing  S im ’s S crooge) is  frequen tly  inappropria te ; V a r ie ty  goes 
fu rthe r, and a t on ly  86 m inutes ca lls  the film  'long, du ll and g rea tly  ove rdone ', and  tha t S im  
'w ithou t d ire cto ria l o r sc rip t restra in t, s ta lks  th rough  the  footage like  a tank-tow n  H am le t'. [54 ] 
There  m ay be som e tru th  in th is  as the re  is ev idence  tha t H u rs t and S im  did no t a lw a ys  agree  
about the  shoo ting  o f pa rticu la r scenes , and ano ther accoun t w h ich sheds doub t on  w he the r 
H u rs t actua lly  d irec ted  the whole film . [55] D esp ite  V a r ie ty s rev iew  the  ba lance o f op in ion  on 
S im ’s pe rfo rm ance  is weigh ted in h is  favour, and it rem a ins iron ic  tha t w ith  repea ted  te le v is io n  
screen ings in the U .S. the film  even tua lly  en joyed  g rea te r su ccess  ab road  than  a t hom e. 
W ha tever the m erits  o f H u rs t's  d irection , h is in ten tions have  not been m ore  fu lly  rea lised  in
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recen t yea rs  by the  issue  o f a co lo rized  ve rs ion . If anyth ing  th is  c lum sy  a ttem p t to  lin k  the film  
w ith  such  'he ritage ' D ickens  as C h ris tin e  E dzard 's  L it t le  D o r r it  (1987) m ere ly  se rves  to  d raw  
a tten tion  to  its  de fects . [V ID -O A ]
F o lly  T o  B e  W is e  (F rank Launder, 1952) [C ap ta in  P aris ]
(A .S ., Roland C u lve r, E lizabe th A llan, M artita  Hunt, C o iin  G ordon, Jane t B rown, M ile s  
M alleson)
C om edy. C ap ta in  P aris  (S im ), an a rm y  chaplain and en te rta inm ents o ffice r, dec ides to liven  
up the en te rta inm ent on o ffe r by s tag ing a  'b ra ins tru s t’, w ith  uncom fo rtab ly  persona l re su lts . 
An adaptation by Launder and John  D igh ton  o f Jam es B rid ie 's  s tage  p lay I t  D e p e n d s  W h a t 
Y o u  M e a n  w h ich  opened in O ctobe r 1944 at the  W estm in ste r Thea tre . S im  sta rred , d irected  
and took  the  p lay on tour.
Neither. Launder's  ra ther pedestrian  d ire c tion  nor h is and D igh ton 's  le ss  than  film ic  adap ta tion  
o f B rid ie 's  p lay is m uch adm ired . H owever, as Daniel Fa rson  o f S ig h t  a n d  S o u n d  obse rves , 
the  film  does have  'the advantage o f B rid ie 's  w it de livered by A la s ta ir S im . Th is  above  a ll 
susta in s the  film . S im 's  tim ing  is m aste rfu l; h is contro l o f the pa rt o f a  jo v ia l bum b ling  a rm y  
chap la in ...is  h ila rious and ye t cons is ten t. It is  a fine, un fa ltering com edy crea tion '. [56]
[V ID -O A ]
In n o c e n ts  in  P a r is  (G ordon  P arry , 1953) [S ir N orm an Barke r]
(A .S ., Ronald Sh iner, C la ire  B loom , M arga re t Rutherford , C laude Dauph in , J im m y  Edw ards, 
Law rence  H a rvey)
C om edy. V a rious passengers assem b le  a t N ortho lt A irp o rt about to  board a  flig h t to  P a ris . 
Seven separa te  na rra tive  th reads p resen t the ir escapades in a c ity  w h ich  m ost o f them  are 
v is itin g  fo r the  firs t tim e.
W ith a la rge cas t and stud io  pub lic ity  w h ich  p rom ises the resum ption  o f S im  and R u the rfo rd 's  
screen  partne rsh ip , m uch m ight reasonab ly  have been expected  o f In n o c e n ts  in  P a r is .  And 
a lthough S im  and Rutherford  em erge  w ith  cred it from  the unevenness  o f the film 's  ep isod ic  
s tructu re , the re  is  no opportun ity  fo r them  to  resum e the ir pa rtne rsh ip  s ince  they  have  no
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scenes toge the r - a  m issed  oppo rtun ity  (o f m any!). S im 's  so lem n T reasu ry  o ffic ia l som ehow  
rises above the  m ed io c rity  o f the  sc rip t and is m em orab le  enough to  be hugely m issed  when 
he is  o ff the screen . [V ID -O A ]
A n  In s p e c to r  C a lls  (G uy  H am ilton , 1954) [In spec to r Poole]
(A .S ., A rthu r Young, O iga  Undo, E ileen M oore, B ryan Forbes)
D ram a. In 1912, a  p rospe rous  p rov inc ia l fam ily  is  v is ite d  by a  m yste rious police in spec to r 
(S im ) who tric k s  con fe ss io n s  from  each  o f them  tha t th e y  were pa rtly  responsib le  fo r the 
su ic ide  o f a young  g irl. A n  adaptation, by D esm ond  D avis , o f J .B . P rie s tle y 's  ce leb ra ted p lay. 
A s  in so m any B ritish  film s  o f the period the adap ta tion is too  reliant on the  thea trica l o rig in s  of 
the  m ateria l, w ith  a  resu lting  s ta tic  qua lity  and the  p resen ta tion  o f s te reo typ ica l s to ck  
characte rs. S im 's  bogus po licem an is  the  excep tion . C aro line  Lejeune th in ks  he 'does  
p rac tica lly  nothing, ve ry  charm ing ly ', w h ile  W iliiam  W h iteba it conside rs tha t he 'm a ke s  an 
angel o f an inspec to r: he coos and sm ile s, gen tly  in s is ts , pushes a c ro ss  the aw kw a rd  
question  as it m igh t be the  decante r, b rings back the ann ih ila ting  im age o f the  dead g irl on the  
s lab '. [57] [V ID -O A ]
T h e  B e lle s  o f  S t  T r in ia n 's  (F rank Launder, 1954) [M illicen t F ritton /C la rence  F ritton]
(A .S ., Jo yce  G ren fe ll, G eorge Cole, H erm ione Badde ley, Beryl Reid, Irene Handl, G uy  
M iddleton)
C om edy. The s to ry  o f S t. T rin ians, a  bankrup t and un ru ly  schoo l fo r g irls  w ho  becom e 
invo lved  in a ho rse  rac ing  scam . Launder, S idney  G illia t and Val V a len tine 's  sc reenp la y  is 
insp ired  by the  o rig inal d raw ings  o f Ronald Searie .
S im  po rtrays tw o  cha ra c te rs , the  m ag is te ria l headm is tre ss  and her crooked  b oo km ake r 
brothe r. Both the  a ccu ra cy  o f the fo rm e r and 'h e r' s ta te ly  langour are adm ired  by 
con tem pora ry  c ritic s . V irg in ia  G raham  finds S im  'qu ite  superb, h is  com edy tim ed  w ith  
exqu is ite  p rec is ion , h is appearance  both repu ls ive  and com pelling '; C aro line Lejeune d is lik e s  
fem a le  im persona tion  as a ruie but th in ks  S im  succeeds  because he is  'so  m uch  m ore  
concerned  w ith  crea ting  cha ra c te r than es tab lish ing  gender'. [58] H onourable m en tions m us t
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a lso  be m ade o f G eorge  C o le 's  sp iv  F lash  H a rry  and Jo yce  G ren fe ll's  Sgt. R uby G a tes  as 
im po rtan t fa c to rs  in the se rie s ' con tinu ing success . [V ID -O A ]
E s c a p a d e  (P h ilip  Leacock, 1955) [D oc to r S k illingw orth ]
(John  M ills , Y vonne  M itche ll, A .S ., Je rem y Spenser, A ndrew  Ray, P ete r A sher, C o lin  G ordon) 
C om edy-D ram a . John  and S te lla  Ham pden (John  M ills, Y vonne  M itche ll) have th ree  sons  at 
board ing schoo l. They com e in to  con flic t w ith  the  headm aste r D r S killingw o rth  (S im ) w hen  it 
appears tha t th e ir sons have  sto len a  plane. A ll is resolved when  it tra nsp ire s  tha t the  boys  are 
on a  peace  m iss ion .
O nce  again, in a  B ritish  film  o f th is  period, it is  the adaptation - o f Roger M acD ouga ll's  popu la r 
s tage  p lay - tha t w o rks  to  the  film 's  d isadvantage , as does the  cha ra cte r o f John  M ills , in an 
unsym pa the tic  role, who, the  sc rip t suggests, is  odd ly  pom pous and on ly  in te rm itten tly  
be lievable  as a w orld peacem ake r w ith  a vo la tile  tem peram ent. S im  p lays ano ther 
headm aster, a lthough perhaps one less ha rassed  than W e the rby  Pond in T h e  H a p p ie s t  D a y s  
o f  Y o u r  L ife . T h e  M o n th ly  F ilm  B u lle t in  notes tha t h is  pa rt 'has been expanded  to  p rov ide  
som e sk ilfu l bu t irre le van t com ic  in te rludes ', but m ost re v iew s are m ore  positive  inc lud ing  
T o d a y 's  C in e m a  w h ich  be lie ves he 'has never done be tte r than  h is tru th fu l obse rva tion  o f a  
headm aste r hum b ly, pa tien tly  and w ith  d ry  hum our ca rry ing  out h is job  o f educa tion '. [59] The 
BFI holds a d ra ft shoo ting  sc rip t but no cu rren t p rin t o f the  film .
G e o rd ie  [60] (F rank  Launder, 1955) (The Laird]
(A .S ., B ill T rave rs , R aym ond  H un tley, M iles M a lleson)
D ram a. G eord ie  (B ill T ra ve rs ), a  S co ttish  w eakling , becom es a  g rea t a th le te  and a fte r w inn ing  
the hamm er-th row ing  even t at the  H ighland G am es rep resen ts B rita in  a t the  O lym p ic s  in 
A ustra lia .
There is  a  consc io u s  a ttem p t at in te rna tiona lis ing  the  appeal o f the  film  in its  pub lic ity  m a te ria l 
w h ich  p rin ts  the  b lurb  in F rench , Spanish  and Italian; indeed G e o rd ie  p o s itive ly  oozes charm  
in its  de te rm ina tion  to  p lease . H ow ever Launder's  trea tm en t is  d isappo in ting ly  co sy  and la c k s  
a cyn ica l b ite w h ich  m igh t have  g iven the s to ry  a  m uch needed edge. S im  p lays G eo rd ie 's
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em p loyer the  la ird in a  pa rt one rev iew er ca lls  a  cam eo even  though he heads the cast, b illed  
above  B ill T ra ve rs ' m ore subs tan tia l s ta rring  role. [61] U nsurp ris ing ly  S im  captu res the  bes t 
no tices. T h e  T im e s ' c ritic  finds him  'sp lend id ly  au then tic ', T h e  N e w s  C h ro n ic le  'a  tow e r o f 
w ho lly  expected  streng th ’, wh ile  T h e  F in a n c ia l T im e s  concludes tha t he is 'de ligh tfu l 
th roughout. E ccen tric  H igh land landowners are nothing new  o f course ...and  the re  a re 
m om ents when M r S im  m igh t seem  to  be s truggling  w ith  a cha ra cte r c liche . Bu t he m anages 
beautifu lly  to  c rea te  a genuine figu re  and he is both com ic  and touch ing  when nearly  b ra in ing  
the  m in is te r w ith  h is  hamm er-th row ing  o r re fusing  to  acknow ledge the w icked  hab its  o f the  
kes tre l'. [62] [V ID -O A ]
T h e  G re e n  M a n  (R obert D ay/B asil Dearden, 1956) [H aw kins]
(A .S ., G eorge  C o le , J ill A dam s, Terry -Thom as, A vril A ngers, D ora B ryan, C o lin  G ordon, 
R aym ond  H un tley)
C om edy. H aw k ins (S im ), a p ro fess iona l a ssass in , is p revented  from  blow ing up S ir G re go ry  
U psho tt (R aym ond  H untley), a  pom pous governm en t o ffic ia l, at a  seaside hotel by  the  
in terven tion  o f W illiam  B lake  (G eorge Cole), a  vacuum  sa lesm an. Adapted from  the s tage  
p lay M e e t a  B o d y  by Launder and G illia t.
A pparen tly  S im  w as o rig ina lly  s la ted  to  co -d ire ct the film  w ith  R obert D ay but w ithd rew  a fte r 
d isagreem ents o ve r casting . Launder and G illia t, w ho p roduced , w ere then unhappy w ith  
D ay 's  inexpe rience  d irec ting  th is  kind o f com edy and thus  brough t B asil Dearden on board. 
Dearden re ce ives  no on -sc reen  cred it, ne ithe r do  the  p roduce rs  w ho helped to  shoot som e  o f 
the  ex te rio rs . W ith  such  a  co lle c tive  au tho rsh ip  it is  am azing  tha t the  film  em erges so 
sa tis fa c to rily . The m ix  o f fa rce  and d ram a is not to  e ve ry  c ritic 's  ta ste  bu t the re  is  little  doub t 
tha t S im 's  a ssa ss in  s tea ls  the show . T h e  M o n th ly  F ilm  B u lle t in  th in ks  he 'e x tra c ts  the 
m axim um  am oun t o f ghou lish  hum our from  a ske tch ily  w ritten  pa rt'; D ily s  Powell like s  h is  'fin e  
abandon', w h ile  T h e  T im e s ' rev iew e r applauds h is  'a lte rna ting  be tween  an unctuous and 
s ligh tly  s in is te r jo v ia lity  and the  m anner and look o f one who has found a cockroach  in h is  
soup '. [61]
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The opening n igh t o f S co ttish  Te lev is ion , b roadcast live from  the Thea tre  Royal, G lasgow . 
S im  is  described  in the  (BFI S IFT  C a talogue) cred its  as an 'on -screen  partic ipan t'. It is 
poss ib le  tha t th is  even t su rv ives in som e a rch ive  but I have not seen it, nor have  I unearthed  
any  fu rthe r in fo rm ation  on S im ’s con tribu tion  to  the  p roceedings.
B lu e  M u rd e r  a t  S t. T r in ia n 's  (F rank Launder, 1957) [Am e lia  F ritton ]
(T erry-Thom as, G eorge Cole, Joyce  G ren fe ll, A .S ., Sabrina, Lionel Je ffrie s )
C om edy. S t. T rin ians  school w ins  a UNESCO  prize  o f a  trip  to  Rom e and the pupils  becom e 
in vo lved  w ith  Joe  M angan (Lionel Je ffrie s ), a  jew e l thief.
In the  sequel to  T h e  B e lle s  o f  S t. T r in ia n 's  S im  m akes  only tw o  b rie f appearances as the  now  
inca rce ra ted  headm is tress , M iss F ritton, inexp licab ly  billed and re ferred  to  as  Am elia , ra the r 
than  M illicen t o f the  firs t film , even  though  she is ostens ib ly  the  sam e cha racte r. W h ile  the  
b re v ity  o f h is  ro le is  a  cause  fo r regre t - h is firs t scene  is m ere ly  a  w o rd le ss  sho t behind ba rs  - 
the re  is com ic  com pensa tion  in the  encoun te rs between Te rry -T hom as and Joyce  G ren fe ll. 
[V ID -O A ]
T h e  D o c to r 's  D ile m m a  (A nthony Asquith , 1958) [C u tle r W a lpole]
(Les lie  Caron, D irk  Bogarde, A .S ., R obert M orley, John Robinson , Fe lix  A y lm e r)
C om edy. W hen S ir C o lenso  R idgeon (John  R obinson) d isco ve rs  tha t Lou is  Dubedat (D irk  
B ogarde), the  a rtis t he is  about to  trea t fo r consum ption, has been un fa ith fu l to  the w om an 
he passes o ff as h is w ife, Jenn ife r (Leslie  C aron), he (R idgeon) dec ides  to  use h is lim ited  
se rum  on a  m ore  dese rv ing  case. Adapted  by Ana to le  de G runw a ld  from  the  p lay by G eorge 
Bernard  Shaw .
N e ithe r de G runw a ld 's  adaptation o f S haw  nor A squ ith 's  ra the r s todgy d irection  re ce ives  
m uch  c ritica l en thus iasm , and it is le ft fo r a  trio  o f H arley S tree t d o c to rs  - includ ing S im , 
M o rle y  and A y lm e r - to  gam er the best no tices. T h e  T im e s ' c ritic  describes S im 's  C u tle r 
W a lpo ie  as 'w icked  o f eye and rolling o f tongue'; C am pbe ll D ixon in T h e  D a ily  T e le g ra p h  
app rec ia te s h is  'bu ffoonery ' and 'requ is ite  au tho rity  and s ty le ', wh ile  Jym pson  Harman in T h e
T h is  is  S c o t la n d  (S co ttis h T V , Rai P u rd ey , 31 /8 /57 ) [p a rtic ip a n t]
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E v e n in g  N e w s  no tes S im 's  'lick in g  h is lips w ith  an tic ipa ted  p leasure a t the  p rospec t o f "having 
a peep" at som ebody 's  inside '. [64] [V ID -O A ]
L e ft  R ig h t  a n d  C e n tre  (S idney G illia t, 1959) [Lo rd  W ilco t]
(Ian C arm ichae l, A .S ., P a tric ia  B redin, R ichard  W a ttis , E ric  B arke r)
Com edy. TV  pe rsona lity  and To ry  candida te  R obert W ilco t (Ian C arm ichae l) fa lls  in love w ith  
S te lla  S toker (P a tric ia  B red in ), represen ting  Labour, during  a by-e lection  cam pa ign.
S im 's  final film  fo r Launder and G illia t is a cha ra c te ris tica lly  gentle sa tire  on p o litic s  and the  
m edia w h ich m igh t have benefited from  m ore  savage  w it. S im  is  m uch adm ired  as  
C a rm ichae l's  im pove rished  a ris to c ra tic  uncle fo rced  to  com m erc ia lise  h is s ta te ly  hom e. 
V a r ie ty  finds him  'r ic h ly  funny', and W illiam  W h iteba it 'd azz ling ', w h ile  Isabe l Q u ig le y 
recogn ises tha t it is  the  m inor ro les w h ich  m ake  the  film , and C aro line Lejeune decla res : 'I 
should have liked m ore  o f A las ta ir S im 's  d ry , fru ity  peer'. [65] [V ID -O A ]
S c h o o l F o r  S c o u n d re ls  ( o r  H o w  T o  W in  W ith o u t A c tu a lly  C h e a t in g )
(R obert Hamer, 1960) [S tephen P otter]
(Ian Carm ichae l, T e rry -T hom as, A .S ., Jane tte  S co tt, D enn is  P rice )
C om edy. Having g radua ted  from  a  co llege  o f L ifem ansh ip  H enry P a lfrey (Ian C a rm ichae l) 
cu res h is in fe rio rity  com p le x w ithou t losing  h is  consc ience . Based on the one-upm ansh ip  
books by S tephen P otte r.
Both d irection  and s c rip t are flawed, and a lthough the  film  undoubted ly  belongs to  C arm ichae l 
and Terry -Thom as, S im 's  im persona tion o f au tho r S tephen P o tte r's  co llege p rin c ipa l is  
rewarded w ith app rec ia tive  no tices. There is a m a rve llo us , a lm ost B rech tian , m om ent a t the  
end o f the film  w hen the  love rs are reunited, and as the  rom antic  sco re  sw e lls  on the 
sound track, S im , em barrassed  by s in ce rity  rearing its  ug ly  head, add resses the  cam era  
d irectly , dem anding: 'S top  tha t m usic ! O rche s tra ...s to p  tha t in fe rnal d in '. V a r ie ty  fin ds h im  'the 
pe rfe ctly  equipped a c to r' to  po rtray P o tte r's  cunning ; T h e  T im e s  notes h is  'im p re ss ive  d isp la y  
o f erud ition and an a lm os t m ystica l de tachm ent'; T im e  a n d  T d e 's  Chas. M acLaren  th in ks  he 
'b rings...an  au tho rity  th a t is  rich ...p rec ious , ind iv idua l and ex trem e ly  ra re ', w h ile  C aro line
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Lejeune, w riting  in T h e  O b s e rv e r ,  concludes tha t the film 's  'b es t p leasure is the  brooding 
p resence  o f A la s ta ir S im ...a  m ystica l m ixtu re  o f M r B o lfry , a  S co ts  dom in ie , M erlin  and the  
m an from  C ook 's '. [66] [V ID -O A ]
M r  G illie  (BBCTV , Jam es M cTaggart (prod .), 12/6/60) [M r G illie ]
(see  1950 TV  p roduc tion  (above) fo r p lo t sum m ary )
S im  again ta kes  the  title  role in a  second  te lev is ion  p roduction  o f B rid ie 's  stage p lay w h ich  he 
a lso  adapts fo r the  newer m edium , m ainta in ing  a  concen tra tion  tha t the  au tho r h im se lf 
som etim es fa iled  to  ach ieve . T h e  D a ily  M a ils  P e te r B lack  cons ide rs  the resu lt '80 m inu tes o f 
c iv ilise d  and in te lligen t light com edy'; T h e  O b s e rv e r 's  c ritic , however, finds it 'none too  
conv inc ing  and s low  o ff the m ark ', seem ing  d isappo in ted  th a t S im  p la ys  it 've ry  qu ie tly ', w h ile  
T h e  T im e s ' re v iew e r c ite s  th is  as a  v irtue, p ra is ing  'a  pe rfo rm ance  rich ly  qu iet, hum orous, and 
o f g rea t in te g rity ...M r S im  no t on ly  p resented  the  com edy o f th is  but a lso  saw  in it a ce rta in  
hum an g rea tness . A fte r the  g rea te st o f d isappo in tm en ts, M r G illie 's  hopes are s till 
inextinguishab le . It w as  from  th is  s trength , and not from  the  e ccen tric itie s  o f the  characte r, 
th a t M r S im  built h is  pe rfo rm ance '. [67] No copy su rv ives .
T h e  M ill io n a ire s s  (A n thony A squ ith , 1960) [Ju lius S agam ore ]
(Soph ia  Loren, P e te r S e lle rs , A .S ., V itto rio  de S ica , D enn is  P rice , G a ry  R aym ond) 
C om edy/D ram a. E p ifan ia  (Soph ia  Loren), an he iress, has cons ide rab le  d ifficu lty  w inn ing  the  
a ffe c tions o f the  a ltru is tic  D oc to r K ab ir (P ete r S e lle rs ). W o lf M ankow itz 's  screenp la y is  an 
adap tation by R icca rdo  A ragno  o f G eorge Bernard S haw 's s tage  p lay.
In h is  last c inem a  film  fo r o ve r a  decade, S im  p lays  the  w ily  S agam ore , law ye r to  S oph ia  
Lo ren 's  he iress, and a lthough  it is an im portant in te rna tiona l veh ic le  fo r P e te r S e lle rs , the  
c ritic a l a ffection  fo r S im  m akes one regret h is  dec is ion  to  abandon the big sc reen  until 1972. 
W illiam  W h iteba it ca lls  him  'im m acu la te  as eve r' s tea ling  'h is  scenes ea rly  on w ith  ru th less 
and ingratia ting cha rm ...h is  sm ile  lingers like m usic , but the  pa rt d ies too  soon '; D ily s  P owe ll 
bem oans Loren 's  la ck  o f 'c om ic  au tho rity ' - 'one has to  conso le  onese lf w ith ...A la s ta ir S im 's  
s ly  portra it o f the  im pertu rbab le  law ye r’, and C lancy S iga l, w ho  is  bored by the  film , dec la res
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tha t 'a s usual, A la s ta ir S im  stea ls  e ve ry  scene  he is in and ha lf o f those  he is  not w h ile  we 
w a it fo r him  to  show  up again'. [68] [V ID -USA ]
T h e  A n a to m is t  (TV , Leonard W illiam , 1961) [D oc to r Knox]
(A .S ., G eorge  Cole, J ill Bennett, M argaret G ordon)
D octo r Knox (S im ), a  respected  surgeon, encourages the  stea ling  o f co rpses fo r h is  
experim en ts , leading to  a se ries  o f m urders. Adapta tion  from  B rid ie 's  stage  play.
Th is  p roduction is s ig n ifican t in tha t it represen ts S im ’s final a ttem pt to  trans la te  B rid ie 's  w o rk  
on to  the  large o r sm a ll screen  - and inc iden ta lly  h is last pe rfo rm ance  w ith  G eorge  C o le  in 
e ithe r m edium . A pparen tly  it w as screened on US te le v is io n  as a fea tu re  film  at the  tim e  but 
has been ra re ly  seen  s ince . In h is  guide, Leonard M altin  describes S im  as 'w ry ' in a  'tam e  
spooke r' and ind ica tes tha t T h e  A n a to m is t  has been ava ilab le  on v ideo  in the  U .S .A .. [69] 
[V ID -U SA ]
M is le a d in g  C a s e s  (BBC TV  (19), M ichael M ills /John  H oward  D avies, 1 967 ,1 968 ,1 971 )
[M r Ju s tice  Sw a llow ]
(A .S ., R oy D o trice , A v ice  Landon, Tho rley  W a lte rs)
E ve ry  week, A lbe rt H addock  (R oy D o trice ) appears before M r Ju s tice  Sw allow  (S im ) to  
debate m ora l issues  such  as righ ts  o f w ay  and w he ther E ng lishm en and w om en are rea lly  
free. In va riab ly , the  judge  finds in h is favou r and aga inst opposing  G C  S ir Joshua  H oot 
(Thorley W a lte rs ). B ased  on sto ries  by A .P . H erbert.
S im  en joys h im se lf huge ly as the  judge in h is  on ly  te le v is ion  s itua tion  com edy. In re tro spec t 
its qua in tness seem s like  a reaction  aga inst the  p reva iling  popu la r cu ltu re  o f the  day; 
cha ra c te r and e cce n tric ity  are ce leb ra ted ove r you th  and em p ty  g lam our. And ye t its  b rilliance  
lies in its  con tinual a b ility  to  function  in both conse rva tive  and radica l fash ion  at the  sam e tim e . 
S im  sh ifts  de lig h tfu lly  between benevo lence and fru s tra tion  at H addock 's  cou rtroom  
shenanigans, and a lthough now  no ticeab ly  o lde r appears una ffected by being re s tric te d  
behind h is desk  - h is face , vo ice  and hand gestu res  now  a ll-im portan t. R eview ing  the  second  
se rie s, V a r ie ty  com m en ts  on its  'sha rp  d ialog and sk illed  thesp ing  by D o trice , W a lte rs  and
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S im  [w h ich ] m akes fo r a  reward ing experience  and g ives  the se ries a  so lid  base fo r longterm , 
if not w idespread , apprec ia tion ', noting Sw a llow 's  'to le ran t adm ira tion ' fo r H addock 's  
'unorthodox  ju risp rudence ' and p ra is ing  S im 's  u rbanity. [70] [BBC /BF I-V C ]
C o ld  C o m fo r t  F a rm  (BBCTV (3), P e te r Hammond, 1968) [Am os S ta rkadder]
(A .S ., Fay C om pton , Sarah  Badel, R osa lie  C ru tch ley , P ete r Egan)
F lo ra  Poste  (S arah  Badel), an o rphan from  London, decides to  live  o ff and reform  her 
re la tives, the S ta rkadders , w ho live  in a  decaying fa rm house  in H ow ling, S ussex. Based on 
S te lla  G ibbons ' sa tirica l nove l.
S im 's  po rtra ya l o f Am os, the  fa rm e r whom  Badel's  F lo ra  pe rsuades to  fo llow  h is  true  ca lling  
as an itine ran t p reacher, rece ives  m ixed  review s. T h e  S u n d a y  T e le g ra p h 's  c ritic  th in ks  he 
sa vou rs  'the fum es o f dam nation  w ith  m elancho ly  sa tis fa ction '; Ju lian  C ritch le y  conside rs him  
'a lw ays  a  p leasure , a lthough h is  accen t...w ou ld  not have dece ived  a  soul in C rowborough  o r 
C lun '; S y lv ia  C la yton  apprec ia tes  h is  'w onde rfu lly  p ious phoney, a lthough he had not qu ite  the 
fam ily  a ir o f doom  and despa ir' o f the  o thers, no tably Judith  (R osa lie  C ru tch ley ), w h ile  H a rry  
Ja ckson  concludes  tha t 'A la s ta ir S im 's  Am os, however, le ft m e d is tin c tly  d issa tis fie d '. [71] 
[V ID -U SA ]
A  C h r is tm a s  C a r o l (A n im ation , R ichard  W illiam s, 1971) [vo ice  o f S crooge ]
(M ichae l R edgrave , M ichaei Hordern, Joan  S im s)
An adap tation  o f D ickens ' fam ous s to ry  (see  above fo r synopsis).
S im  w as persuaded by the  p roducers to  repeat h is pe rfo rm ance  as S crooge  on the s treng th  
o f the ir ded ica tion  to  D ickens ian  au then tic ity . A pparen tly  he reasoned tha t if the  resu lt w as 
indeed as de fin itive  as they  c la im ed  then a t least he would neve r have  to  p lay the pa rt again! 
The p roduce rs ' c la im s are m ore than justified , and although the na rra tive  is  com pressed  into 
26 m inu tes, R ichard  W illiam s ' pen-and-ink s ty le  period d raw ings , m ade fo r Am erican  
te lev is io n , won the 1972 O sca r fo r B est A n im ated  S hort and num erous o the r awards.
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T h e  R u lin g  C la s s  (P e te r M edak, 1972) [B ishop  Lam pton]
(P e te r O 'Too le , A .S ., A rth u r Lowe, H a rry  A ndrews, C ora l B rowne, M ichael B ryan t, C aro lyn  
S eym ou r)
B la ck  C om edy. Ja ck  G u rney (Pe te r O 'Too le ) inherits  an Earldom  a fte r yea rs in an a sy lum , 
be lieving  h im se lf to  be Je su s  C hris t. H is  unam used a ris to c ra tic  fam ily  a re on ly too  anxious  to  
d is inhe rit him  and regain con tro l o f the esta te . Based on  the  s tage  p lay by P e te r B am es.
M ost c ritic s  agree tha t the  film  is no t im proved  by its  e xcess ive  length, nor its  s tagey  
adaptation. H owever, the  pe rfo rm ances, pa rticu la rly  o f O 'Too le  in the cen tra l role, A rth u r Lowe 
and S im , re turning to  the  b ig  screen  a fte r m ore than a  decade , are w a rm ly  w e lcom ed. D av id  
M cG illiv ra y  cons ide rs  S im  's till on top  form  as a p reposte rous  old b ishop '; D erek M a lco lm  
th in ks  him  'fre sh ly  m a rve llo us '; D ily s  Powell com m en ts  on the  exce llence  o f 'tw o  supe rla tive  
com ed ians. A rth u r Lowe as  the  bu tler who stops show ing  de fe rence, A la s ta ir S im  as the  
b ishop  d is traugh t by the  flou ting o f e cc le s ia stica l p rop rie ty  - 1 have seen  the film  tw ice  and 
would see it again fo r these  tw o  pe rfo rm ances ', w h ile  Ron Thom pson be lieves tha t 'P e te r 
O 'Too le  dom ina tes eve ry  scene  w ith  h is  e loquence and m agne tism , even  when se t aga inst 
m ore  experienced  scene -s tea le rs  such  as A la s ta ir S im  and A rthu r Lowe'. [72] [V ID -O A ]
T h e  G e n e ra l's  D a y  (BBCTV , John G orrie , 20/11/72) [G enera l S u ffo lk ]
(A .S ., A nnette C rosb ie , D andy N icho ls)
G enera l S u ffo lk  (S im ) fig h ts  h is las t battle  when s in is te r cha rlady M rs H inch  (D andy N icho is ) 
dec ides  to  m ove in.
W ritten  by W illiam  T re vo r espec ia lly  fo r the 'P la y  F o r  T o d a y  slot, T h e  G e n e ra l's  D a y  m a rks  
one of S im 's  g rea test trium phs  on sm a ll o r large screen  as he is caugh t be tween  the  
a ffe c tions  o f N icho ls ' ch a r w ith  whom  he once  had an a ffa ir and A nne tte  C ro sb ie 's  e te rna l 
sp in s te r whom  he pursues in vain. The no tices are so  en thus ia stic  th a t it m akes one bemoan  
the  paucity  o f s ing le  d ram as on te lev is ion  today. S y lv ia  C lay ton  finds S im 's  characte risa tio n  
'fa u ltle ss  in h is  whole s ty le  o f speech  and gestu re  and h is  sudden trans itions from  easy  
cou rte sy  to  im po ten t rage '; Leonard B uck le y concu rs , savou ring  S im 's  m ovem en t 'from  a 
m ilita ry  crispness  th rough exp los ive  m om ents to  a c rum b lin g  ebu llience  as the even ts o f the
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da y  and  th e  d rin k  [ta ke ] th e ir to ll'. [73 ] [B B C ]
T h e  P ro d ig a l D a u g h te r  (AngliaTV , A lis ta ir Reid, 5/1/75) [Fa the r P erfect]
(A .S ., Je rem y B re tt, C aro lyn  S eym our, C harle s Kay, Karl H owm an)
W hen th e ir housekeeper dese rts  them , th ree  p riests  - inc luding  Fa the r P e rfe c t (S im ) - dec ide  
to  take  on an a ttra c tive  young wom an (C aro lyn  S eym our).
D avid  T u rne r's  p lay is not the equal o f W illiam  T re vo r's  T h e  G e n e ra l's  D a y  (above) bu t it does 
prov ide S im  w ith  ano ther opportun ity  fo r ripe portra iture. T h e  M o rn in g  S ta r 's  S tew art Lane 
cons ide rs the  p la y 's  them e unorig ina l, bu t th in ks  it em erges as a 'm oving  and be lievab le  
accoun t o f fle sh  ve rsu s  fa ith , not m em orab le  bu t engag ing’, w h ile  T h e  E v e n in g  S ta n d a r d s  
C h ris tophe r H udson  finds enorm ous p leasure  w a tch ing  S im  in 'a  v in tage  exam p le  o f th is  
ra ffish  old p re la te  w hose  w icked , ch ild -like  glee is barely  d isgu ised  unde r the  m ien o f sobe r 
bened iction '. [74 ] [B F I-VC ]
R o y a l F la s h  (R ichard  Lester, 1975) [M r G rieg ]
(M a lco lm  M cD ow e ll, A lan Bates, F lo rinda Bo lkan , O live r Reed, Lionel Je ffrie s , Jo ss  A ck land , 
Tom  Bell, R oy K innear, A .S ., M ichael H ordern, C hris tophe r C azenove , B ritt E k land)
C om edy A dven tu re . The adven tu res o f H a rry  F lashm an (M a lco lm  M cD ow a ll), re luctan t hero 
and C apta in  in the  11th H ussars , in Europe and R uriian ia . S creenp lay by G eorge M acD ona ld  
F raser, based  on h is  novel.
in th is  ra the r unsa tis fa c to ry  V ic to rian  adven tu re  spoof, S im  has little  to  do  in h is  few  m inu tes 
on screen ; as Lo la  M ontez ' (F lorinda B olkan) legal adv iso r he is  anx ious  fo r he r as she  due ls 
w ith  a W agnerian  opera d iva; and then, acting  as her em issa ry , he v is its  H a rry  in a  T u rk ish  
Bath. M ost c ritic s  can on ly  extend  th e ir sym pathy . John C o lem an th in ks  h im  'u tte rly  w as ted '; 
Pauline Kael o b je c ts  to  R ichard  Les te r's  use  o f ce lebrated s ta rs  'a s if th e y  w ere  ba re ly  
com petent b it p la ye rs  to  be go t o ffsc reen  as q u ick ly  as poss ib le . A la s ta ir S im , the  g rea t 
d issem b le r h im se lf, tu rns  up..., is  g iven nothing to  do, and is  gone '; V a r ie ty  ag rees, noting  tha t 
'the p laye rs a re  a s  com peten t as the film  a llow s, and the ir w o rk  in o the r film s  is  p roo f o f th e ir 
ta len t'; T h e  H o lly w o o d  R e p o r te r  sa lu tes S im 's  'de lightful scene  as an ancien t law ye r'. [75]
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[V ID -O A ]
E s c a p e  F ro m  th e  D a r k  (C harles Ja rro tt, 1976) [Lo rd  Harrogate]
(a lte rna tive  title : The L ittle st H orse  Th ieves)
(A .S ., P ete r B arkw o rth , M aurice  Co lbourne, S usan  Tebbs, G era ld ine  M cEwan, P rune lla  
S ca les , Joe G ladw in )
Period  D ram a. In 1909, the  new  m anager o f an unprofitab le  Y o rksh ire  coa l m ine, R ichard  
Sandm an (P e te r B arkw orth ), dec ides to  replace the  p it pon ies w ith  m ach ine ry. Three  ch ild ren  
then  struggle to  save  the  pon ies from  the  s laughte rhouse .
S im 's  final ro le fo r the big screen  is as a ra the r un like ly  m ine ow ner w hose  consc ience  is 
p ricked  by a p it d isas te r, and wh ile  the D isney fica tion  o f E dward ian Y o rksh ire  v ia  U p s ta ir s ,  
D o w n s ta ir s  rem a ins unconvinc ing , S im  heads an im p re ss ive  B ritish  cast. Lord H arroga te is 
no t ve ry p rom inen t in the  s to ry , but S im  does not go unno ticed. V a r ie ty  conside rs  h is 
contribu tion  'b rie f but e ffe c tive ', T h e  E v e n in g  N e w s  'im probab ly  v illa inous ', and T h e  S u n d a y  
T e le g ra p h  tha t he appears 'tw ink ling  as scene -s tea lin g ly  as eve r'. [76] [V ID -U SA ]
R o g u e  M a le  (BBCTV , C live  Donner, 22/9/76 ) [The Earl]
(P e te r O 'Too le, John  S tanding , A .S ., C yd  H ay man, H aro ld P inter, Hugh M anning, M a rk  
M acM anus)
In the  late 1930s S ir R obert H un te r (Pe ter O 'Too le ), a  B ritish  a ris to c ra t, trie s  to  a ssass ina te  
H itle r and is  hounded a c ro ss  Europe by the G estapo . F rederic  R aphae l's  sc reenp la y  is 
adapted from  the  nove l by G eo ffre y Household.
T h is  fine BBC  film  bene fits  from  a superio r s c rip t by Raphael and an  exce lle n t cen tra l 
pe rfo rm ance  by O 'Too le . S im  portrays O ’Too le 's  estab lishm en t unc le  in tw o  T u rk ish  bath 
scenes. C lea rly  unwell, S im  g row ls c red ib ly  th rough  h is lines; he would d ie o f cance r sho rtly  
a fte r film ing  on A ugust 19th. P osthum ous c ritica l reaction  is a ffectiona te : R ichard  Last ( T h e  
D a ily  T e le g ra p h ): 'It w as w orth  w a tch ing  ju s t to  hear A las ta ir S im , in h is  la s t role a las, sh rug  
o ff the  line, "I'm  a m em ber o f the  G overnm ent - how  should I know  w ha t people ought to  do?"'; 
A lexander W a lke r {T h e  E v e n in g  S ta n d a rd ) : 'R aphae l has a lso  invented  a  do tty  Earl p layed
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w ith  de lic ious re lish  fo r h is pedigreed eccen tric itie s  by the  late A la sta ir S im  w hose do ttiness 
con ta ins flashes o f m ordant w it - "It's  never open season fo r shooting Heads o f S tate . [They 're  
p ro te cted ...like  O sp re ys .]" he w arns S ir Robert. A  m inor but m aste rly  p iece o f S im ian  
com edy'; P e te r Dunn  ( T h e  S u n d a y  T im e s ) : 'A no ther cha racte r inse rted  in to  the  p lo t - again 
w ith  to ta l conv ic tio n  - w as the late A la s ta ir S im 's  Earl, an adm onish ing figure bo iling gen tly  like  
an am iable lo b s te r'. [77] [V ID -U SA ]
A la s ta ir  S im :  a  q u a lif ie d  fo o l 1 9 0 0 -1 9 7 6  (BBCTV, G eo ff Ba ines, 11/1/83) (docum enta ry) 
P robab ly  the best o f the  three  te le v is ion  docum enta ries about S im , it inc ludes in te rv iew s and 
rem in iscences  from  Naom i S im  (h is w ife ), M erlith  M cK end rick  (h is daugh te r), G eorge  Cole, 
Ian M cKe llen , Jane t B rown, P e te r O 'Toole, C hris tophe r F ry and P a tric ia  Routledge. [BBC ]
B r e a k fa s t  T im e  (BBCTV , 7/10 /87 ) (item  about A .S .)
S hort item  abou t S im . Naom i S im  is in te rv iew ed  about th e ir life  together, her husband 's  s ta tu s  
as a  g rea t en te rta ine r and the  ind is tingu ishab ility  o f the cha racte rs  he po rtrayed  and  the real 
person, in the  con te x t o f the  appearance  o f her m em o ir D a n c e  a n d  S k y la r k :  F i f t y  Y e a rs  w ith  
A la s ta ir  S im , pub lished  by B loom sbu ry. [BBC ]
T h o s e  B r it is h  F a c e s :  A  T r ib u te  to  A la s ta ir  S im  (Channel 4, John E llis, 20/6/93 ) (docum en ta ry ) 
U se fu l short in troduction  to  S im 's  w ork, w ritten  by E llis  and narrated by R ichard  Todd. 
[V ID -O A ]
H e ro e s  o f  C o m e d y : A la s ta ir  S im  (Channel 4, John  F ishe r (p rod .), 30/4/97) (docum en ta ry) 
U pdated in te rv iew s  w ith  Naom i S im  (he r fina l te le v is io n  in terv iew ), M erlith  M cK end rick , 
G eorge Cole, Ian M cK e llen  and P a tric ia  Routledge, a long w ith  fresh  com m ents from  S tephen  
F ry, N igel H aw thorne , Ron M oody, A lis ta ir M cGow an, Karl Howman and John  H oward 
D avies. [V ID -O A ]
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Notes
1. M ost sou rces  lis t R iv e r s id e  M u rd e r  as A la s ta ir S im 's  firs t film . H owever, seve ra l, inc luding  
Halliwel! and Q u in lan  (see b ib liog raphy), a ttribu te  h is in itia l c inem atic  appearance  as a 
cha racte r in T h e  C a s e  o f  G a b r ie l P e r r y  (A lbe rt de C ourv ille , 1935). U n fo rtuna te ly , until p rin ts  o f 
the la tte r becom e ava ilab le  - o r o the r m ore  deta iled  in form ation  - it is  im poss ib le  to  ve rify  th is , 
le t alone iden tify  S im 's  contribution  (if any) to  the  film .
2. BF i P ressbook.
3. Newnham , J .K . 'H ighb row  Turned  Low brow ', F ilm  W e e k ly , 20 /483 ,15 /1 /38 , p. 29.
4. The stud io  - Am bassado r F ilm  P roductions - ca lls  F lanagan and A llen  the  'K ings o f K razy  
Kom edy'; S im  sneaks  in to  tw o  o f the  seven  pub lic ity  s tills . (BFI P re ssbook)
5. T h e  S u n d a y  T im e s , T h e  S u n d a y  E x p re s s ,  both 8 /12/35. (BFI P ress  C u ttin gs) D esp ite  the 
im pact o f S im 's  pe rfo rm ance , h is  cha ra c te r and h is own  firs t nam e a re g iven  in co rre c tly  in  the 
film 's  pub lic ity  m a te ria l (Putte fo r C u tte , A lis ta ir fo r A lasta ir), a  m a tte r o f sm a ll im portance  
perhaps in the  g rea te r schem e o f th ings , but m aybe  it pa rtly  exp la in s S im 's  la te r re luctance  to 
co -operate  w ith  the  s tud io 's  insa tiab le  need to  m ake ava ilab le  in fo rm ation  abou t the ir s ta rs , 
and his re fusa l (a fte r 1953) to  g ive  in te rv iew s. A s  a p riva te  m an he loa thed  all fo rm s  of 
unnecessary p ub lic ity  and se lf-p rom otion , be lieving  tha t the end resu lt - the  pe rfo rm ance  itse lf 
- w as  the  on ly  c rite rion  by w h ich  the p ress  and the  public  shou ld  judge  h im . From  the 
b iog raph ica l rem in iscences  o f those  who knew  him , it seem s like ly  tha t s tud io  'm is in fo rm a tio n ' 
would have am used  but not su rp rised  him .
6. F ilm  W e e k ly , 14/363, 27/9/35, p. 28; T h e  S u n d a y  T im e s , 2219135 . (BFI P re ss  C u ttings)
7. Low , R. (1985) F ilm  M a k in g  in  1 9 3 0 s  B r ita in , A llen  and Unw in, p. 187. In h is  b iog raphy of 
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73. S y lv ia  C layton  in T h e  D a ily  T e le g ra p h , 21/11/72; Leonard B uck le y in T h e  T im e s , 
21/11/72. (BFI P ress C u ttings)
74. S tew art Lane in T h e  M o rn in g  S ta r , 8 /1/75; C hris tophe r Hudson in T h e  E v e n in g  S ta n d a rd , 
6 /1/75. (BFI P re ss  C uttings)
75. John Co lem an in T h e  N e w  S ta te s m a n , 11/7/75; Pauline Kael in T h e  N e w  Y o rk e r , 13/10/75 
(BFI P ress  C u ttings); V a r ie ty , 1 /10/75; T h e  H o lly w o o d  R e p o r te r , 238/18, 30/9/75, p. 10.
76. V a r ie ty , 16/6/76; Fe lix  B a rke r in T h e  E v e n in g  N e w s , 27/5/76; Tom  H utch inson  in T h e  
S u n d a y  T e le g ra p h , 30/5/76. (BFI P re ss  C uttings)
77. R ichard  Last in T h e  D a ily  T e le g ra p h , 23/9/76; A lexander W a lke r in T h e  E v e n in g  S ta n d a rd , 
23/9/76; P e te r Dunn in T h e  S u n d a y  T im e s , 2 6 1 9 /7 6 . (BFI P ress  C u ttings)
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Margaret Rutherford - Annotated Filmography
D u s ty  E rm in e  (B ernard  Vorhaus, 1936) [M iss  B u tte rb y ]
(a lte rna tive  title : H ideou t in the A lps)
(Ronald Squire, Jane  B axte r, A rthu r M acrae , A n thony  Bushell, A thole S tew art, Ka tie  Johnson , 
M .R ., Fe lix  A y lm e r)
C rim e  D ram a. J im  Kent (Ronald S qu ire ), a  fo rge r ju s t re leased from  p rison , d is co ve rs  th a t h is 
nephew  G ilb e rt (A rthu r M acrae) is  invo lved  w ith  an in terna tional coun te rfe it ring. To  
com p lica te  m atte rs , h is ne ice L inda  (Jane B ax te r) fa lls  in love w ith  In spec to r F o rsy th  
(An thony B ushe ll) w ho  is  in charge o f the  investiga tions.
R u therfo rd  p lays  the  agen t to  a gang o f fo rge rs, a  pa rt specia lly  crea ted  fo r her w h ich  w as  not 
in the  orig ina l s tage  p lay from  wh ich  the  film  w as developed. Ta lk ing  to  Gwen R obyns she 
com m en ts  th a t 'it w as  the kind o f ro le tha t w as to  pu rsue  me all m y ca reer...and  the  pa rt w as  
w ritten  up each  day to  m ake  it m ore im portan t'; d ire c to r Bernard V orhaus adds tha t w hen 
casting  the  film  'I had encountered M argaret R u therfo rd  and w as  de ligh ted by he r e cce n tric  
pe rsona lity . I p rov ided  her firs t film  ro le  as one o f the  coun te rfe ite rs , p lay ing  he r as an u ltra  
genteel crook , a characte riza tion  she  repeated fo r m any o the r d ire c to rs '; K in e  W e e k ly s  
re v iew e r co ns id e rs  tha t she g ives 'the best ind iv idua l con tribu tion '. [1] [V ID -O A ]
T a lk  o f  th e  D e v il (Caro! Reed, 1936) [housekeeper]
(a lte rna tive  title : A  M an W ith  Y our V o ice )
(R ica rdo  C o rtez, S a lly  E ile rs , Randle A yrton , B asil S ydney, F red C u lley , C ha rles  C a rson , 
G ordon  M cLeod, D enn is  C ow is, Lang ley Howard, Q uen tin  M cPherson , M .R ., M oore M a rrio t) 
M e lodram a. R ay A llen  (R ica rdo  C o rte z ), who has a  g ift fo r im persona ting  o the r peop le 's  
vo ices, p ins a crooked  deal on sh ipp ing m agnate John  F ind lay (Randle A yrton ) w ho com m its  
su icide .
The film  bears the  d is tin ction  of being the firs t e ve r sho t a t P inewood, to  sa y  noth ing o f its  
s ta tu s as one o f Caro l R eed's ea rly  fea tu res. H owever, the ra the r convo lu ted  plot, the  
con fusing  m ixtu re  o f genres - cha ra c te r s tudy, m elodram a, com edy, th rille r - and a new
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technique ca lled overdubb ing  (w h ich  necessita ted  som e o f the ca s t and crew  trave llin g  to  
F rance !) did not help its cause . R u therfo rd  rem em bers Reed as 'a  cha rm ing  young m an' w ho 
dem onstra ted  'no t only h is  im m ense  techn ica l sk ill but understanding  o f the acto rs  and 
a c tre sses  he chose  to  w o rk  w ith  h im '. [2] In he r on ly  scene , w ith  B asil S ydney, as h is  
housekeeper, she b iza rre ly  em pties the  con tents o f her vacuum  c leane r th rough  a hole in the 
floo r, to  the cons te rna tion  o f he r em p loyer, who m im icks  he r C ockney  'h ' d ropping. It seem s a 
p ity  in re tro spec t tha t he r likeab le  cha r is  not a llowed to  deve lop  any fu rthe r; m aybe  Reed and 
h is w rite rs  conside red  an overabundance  o f hum our unsu itab le  in the  con text o f a  ra the r g rim  
narra tive  w h ich  in c ludes tw o  su ic ides! [B F I-VC ]
T ro u b le d  W a te rs  (A lbe rt P arke r, 1936) [?v illager]
(Jam es M ason , V irg in ia  C herrill, A la s ta ir S im , Sam  W ilk in son , M .R . - b illing  unknown)
C rim e  D ram a. Jam es  M ason  p lays  a  governm ent agent w ho sa ves  a  v illa ge r's  liqu id  
e xp lo s ive s from  sm ugg le rs .
An early  veh ic le  fo r new  s ta r Jam es  M ason , T ro u b le d  W a te rs  e x is ts  on ly  as a p rese rva tion  
p rin t a t the BFI; the re  is  a lso  no su rv iv in g  pub lic ity  m ateria l. C on tem po ra ry re v iew s do  not 
m ention M argare t R u therfo rd , a lthough it is possib le  she p lays a  v illage r. The sca rc ity  o f o the r 
p rin ts  is un fortunate  in the con te xt o f th is  su rvey  as it m arks the  firs t o f on ly  three  o ccas ion s  
when Ru therfo rd  w orked  w ith  A ia s ta ir S im  who is ca s t as a S co ttish  innkeeper. [B F I-PP ]
B e a u ty  a n d  th e  B a rg e  (H enry E dw ards, 1937) [M rs  B aldw in]
(G ordon  H arke r, Judy  G unn, Ja ck  H aw kins, M .R ., Ronald Sh iner, F rank  B ertram )
Farce. C ap ta in  B a rley (G ordon  H a rke r), a  tru cu len t bargee, becom es em bro iled  in the 
rom antic  com p lica tions o f E thel Sm ed ley (Judy G unn) w ho is running aw ay from  a lo ve le ss  
m arriage. Adap ted by Edw in  G reenw ood from  the  popu la r s tage  p lay by W .W . Jacobs and 
Lou is Parker.
A s in so m any B ritish  film s  o f the  period, pub lic ity  cen tres  on G ordon H a rke r's  cha rac te rfu l 
s tudy  o f a  rogu ish  bargee ra the r than  the  rom antic  leads, Judy  G unn  and a young  Ja c k  
H aw kins. The stud io  describes H a rke r as a 'no to rious ' scene -stea le r, an a ttribu te  R u therfo rd
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was no t s low  to  copy. She p lays  a w idow  fending o ff the  advances o f tw o  su ito rs  (G ordon 
H a rke r and F rank B ertram ). A s  in T a lk  o f  th e  D e v il she is cas t as a  housekeeper w ith  a ra the r 
a ffe c ted  C ockney  accen t w hich does no t quite su it her, a lthough he r o ften -repea ted  re fra in  
"ow  strange !' is  fash ioned  into an am using  ca tchphrase . C on tem pora ry rev iew s warm  to  her 
pe rfo rm ance ; K in e  W e e k ly  th in ks  he r am ong  'the best o f the supporting  p la ye rs '. [3] [B F I-VC ]
B ig  F e lla  (J. E lde r W ills , 1937) [nanny]
(Paul Robeson, E lizabe th  W elch, E ldon G ran t, M .R . unbilled)
D ram a. Joe  (Paul R obeson), a do cks id e  w o rke r in M arsa illes, he lps the  po lice  to  tra ce  
k idnapped  ch ild  G era ld  O liphan t (E ldon G ran t).
R u therfo rd  has little  to  do  as a  tea rfu l and ca ring  nanny to  E ldon G ran t in  tw o  b rie f scenes . 
The film  is  a  ligh t veh ic le  fo r R obeson - and, to  a  le sse r exten t, W e lch  - w ho  both s ing ; it is 
d isappo in ting  tha t R utherford  does no t p la y  e ithe r scene  w ith  Robeson no r is  she  g iven  the  
oppo rtun ity  to  dem onstra te  her F rench , th anks  to  the  sc isso rs  o f the ed itor. [V ID -O A ]
C a tc h  a s  C a tc h  C a n  (R oy Kellino, 1937) [M aggie C a rberry ]
(a lte rna tive  title s : A tla n tic  E p isode /C rooked  P assage)
(Jam es M ason , V ik i Dobson, Eddie Pola, F in lay C urrie , John W a rw ick, M .R .)
C om edy C rim e  D ram a. A  ta le  o f sm ugg ling  and jew e l th ieves  se t on board a  tra n sa tla n tic  
liner.
R u therfo rd  is  ca s t as 'C ra fty ' M aggie C a rberry , again part o f a  c rim ina l gang - as in D u s ty  
E rm in e . T o d a y 's  C in e m a  describes her cha ra c te r as 'fo rm idable ye t k ind ly -hea rted ', and she 
is a t le ast a llowed  to  extend her acting  range aw ay from  the m ore ca rdboard  ch a ra c te rs  she 
has po rtrayed  so fa r in her screen  ca reer; in addition, the  film  g ives he r the oppo rtun ity  to  w o rk  
w ith  Jam es  M ason  fo r the second  tim e  - they a re both featured in T ro u b le d  W a te rs  (see 
above) - and he la te r pronounced her h is  favourite  actress . [4] [B F I-VC ]
M is s in g  B e lie v e d  M a r r ie d  (John Paddy C a rs ta irs , 1937) [Lady P arke ]
(Ju lien  V edey, W a lly  Patch, Hazel Te rry , P ete r C oke, M .R ., C harle s Paton, Em ilio  C argher,
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Irene Handl)
Farc ica l C om edy. S oc ie ty  he iress Herm ione B iak is ton  (H aze l Te rry) leam s tha t the m an w ith  
whom  she has agreed to  elope - Em ilio  G ra ffia  (Em ilio  C argher) - is a  fraud . M aking  her 
escape from  him , she is  knocked  down in a s tree t b raw l and ca red  fo r by M ario  M aron i (Ju lien 
V edey) and ’F la t Iron ' S tubbs (W a lly Pa tch ), tw o  s tre e t trade rs , w ith whom  she recupera tes  as 
she recovers  he r m em ory.
In her fina l film  o f the  1930s, R u therfo rd  po rtra ys  he r firs t a ris toc ra t, the  im perious, 
ove rd ressed  Lady P arke , irritab le  g randm other o f the he ro ine (Herm ione), w hom  she he lps to  
p ro tect from  G ra ffia . A t e ve ry  appearance  R u therfo rd  dom ina tes the  p roceed ings w ith  
consumm ate  sk ill, w he the r squabbling w ith  her d im inu tive  and de fe rentia l so lic ito r M r H orton  
(C harles Paton), pass ing  ou t adv ice  to  her g randdaugh te r's  friends o r cu tting  a  m aid down to  
s ize . A  pub lic ity  s till show s her b randish ing a cane, to  the m uted  am usem ent o f the  lo ve rs , as 
he r fa ithfu l so lic ito r cow e rs behind her. She is  the  ca rica tu re  o f an a ris toc ra t, her 
obnoxiousness redeem ed on ly  by her concern  fo r H e rm ione ’s w elfare. The film  is  not c ritic a lly  
adm ired: T h e  M o n th ly  F ilm  B u lle t in  cons ide rs  th a t ’the  whole th ing is ca sua lly  put together, 
and the d iffe ren t e lem en ts  are m ixed but not b lended’; however, the d ire c to r re ca lls  ’a  ve ry  
good cas t fo r a  sm a ll p ic tu re ’, includ ing ’the  superb  M a rga re t R utherfo rd ’. [5 ] [B F I-VC ]
Q u ie t  W e d d in g  (A n thony A squ ith , 1940) [Second  M ag is tra te ]
(M argaret Lockw ood , D e rek Farr, M arjo rie  F ie ld ing, A .E . M atthew s, A thene  S ey le r, Jean  
Cadell, M argare tta  S co tt, D avid  Tom linson , S idney  K ing , Peggy A shcro ft, F rank C e llie r, 
Roland C u lve r, M ichael Shepley, M urie l P avlow , M a rga re t Halston, Roddie H ughes, M urie l 
G eorge, O .B . C la rence , M .R ., W a lly  P atch , B ernard  M ile s, M artita  Hunt)
C om edy. The wedding  p repara tions o f Jane t R oyd  (M a rgare t Lockw ood) and D a llas C hay to r 
(D erek Farr) are d is rup ted  and the ir rom ance  a lm os t w recked  by innum erab le  p re lim ina ries 
and com p lica ted  by the  in te rven tion  o f fam ily  gues ts . The screenp lay by Terence  R a ttigan  and 
Anato le de G runw a ld  is based  on the stage su cce ss  by E sthe r M cC racken .
R u therfo rd 's firs t film  fo r th ree  yea rs, due to  thea tre  com m itm en ts, a lthough made during  the 
war, belongs w ith  he r 1930s w o rk  both s ty lis tic a lly  and in te rm s  o f its  sub je c t m atte r. T he re  is
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no hint o f the  B litz , fo r instance , and its  escap ism  - w e lcom ed by c ritic s  a t the  tim e  - 
com p le te ly  d isgu ises  the  d ifficu lt cond itions in w h ich it w as made. [6] O ne advantage  o f 
w a rtim e  m eant tha t the d ire c to r could assem b le  an im p re ss ive  cas t even  in the  sm a lle r ro les, 
w h ich  inc lude  Bernard M iles and M artita  Hunt. R utherfo rd  on ly  pa rtic ipa tes  in a  coup le  o f 
courtroom  scenes  as a  m ag is tra te , sharing  the bench w ith  W a lly  P atch and O .B . C la rence , 
bu t s till m akes an unm istakab le  im press ion , w earing  an absurd, pa tterned  p illbox ha t and 
observ ing  the p roceed ings through an e laborate p ince -nez w ith  a  handle! C aro l Reed apart, it 
w as  the firs t tim e  she w as w ork ing  w ith  a noted d irecto r, An thony A squ ith , w ith  w hom  she  
wou ld  m ake  fou r m ore film s . [BF I-VC ]
S p r in g  M e e t in g  (W a lte r M yc ro ft, 1941) [A un t B ijou]
(En id  S tam p-Tay lo r, M ichael W ild ing, B asil Sydney, Sarah  Churchill, N ova  P ilbeam , W .C . 
Fay, M .R ., H enry E dw ards)
C om edy. S e t in Ire land, T in y  Fox-C o llie r (Enid S tam p-Tay lo r), an im pecun ious w idow , v is its  
w ea lthy  old flam e S ir R ichard  Furze (H enry E dw ards) w ith  the in tention o f encourag ing  a  
m atch  between her son Tony (M ichae l W ild ing) and F u rze 's  e ldest daugh te r Joan  (S arah  
C hurch ill). H ow ever Tony fa lls  instead  fo r younger daugh te r Baby (N ova  P ilbeam ) w ho  w ill 
inhe rit none o f he r fa the r's  m oney. The scrip t, by the  d ire c to r and N orm an Lee, is  adap ted 
from  the stage p lay by M .J. Farre ll and John  P erry .
L ike  Q u ie t  W e d d in g  (above), S p r in g  M e e t in g  is m ore cha ra c te ris tic  o f R u the rfo rd 's  w o rk  o f the  
1930s. Indeed she appeared in a ve ry  su ccess fu l thea tre  p roduction  in 1938, d irec ted  by  John  
G ie lgud, w h ich  tou red  the  fo llow ing  yea r. [7] W hile  the  flim sy  nature o f the  s to ry  se em s  too  
a rtific ia lly  'cons tru c ted ' to  ring true  and the  film  re lies too  heavily  on the  b o n  m o ts  o f the  p lay, 
R u therfo rd 's  cha rac te risa tio n  o f a 'decrep it, censorious  old m aid who b acks  ho rses  on the  s ly ' 
is w ide ly  p ra ised ; T o d a y 's  C in e m a  th in ks  she 'se cu re s  the  acting  honours w ith  a te llin g  s tud y  
o f the  g reedy A un t B ijou', while  T h e  M o n th ly  F ilm  B u lle t in  finds her s im p ly  'ou ts tand ing '. [8] 
M ost s trik in g  is the  ease  w ith  w h ich  the cha ra c te r m oves  from  hum ou r to  pa thos , a  
pe rfo rm ance  undoubted ly  honed from  coun tless n igh ts  in the  stage ve rs ion . [B F I-V C ]
- 245-
Y e llo w  C a n a ry  [9] (H erbert W ilcox , 1943) [M rs  Tow ceste r]
(Anna  Neagle, R ichard  G reene, N ova  P ilbeam , A lbe rt L ieven, Lucie M annhe im , M .R ., C laude  
B ailey, P a tric  C urwan, M arjo rie  F ie ld ing, Aubrey M alla lieu, Va lentine D ya ll, Les lie  Dw yer, C y ril 
F le tcher)
S py D ram a. S a lly  M a itland  (Anna Neagle) open ly a ffe c ts  N azi sym path ie s  and is  sen t to  
Canada. She is  in fa c t a  B ritish  agent and succeeds  in fo iling  a Nazi plot.
O nce  again in a  B ritish  film , sm a ll cha racte r pa rts  trium ph  ove r an unconvinc ing  na rra tive . 
[10] R u therfo rd  accep ted  her role o f M rs Tow ces te r, a passenger aboard  the S .S . Karina , 
w h ile  resting  a fte r the  extended  run o f B lith e  S p ir it  in the  thea tre . O rig ina lly  it w as  to  have  been 
a cam eo  appearance  o f one day ’s film ing , but she and the  d ire c to r w o rked  so p roduc tive ly  
toge the r tha t - like  M iss B u tte rby in her firs t film , D u s ty  E rm in e , 'the pa rt [w as] w ritten  up 
e ve ry  day until it extended  to  th ree  w eeks ...[H e rbe rt W ilcox ] w as  ve ry  kind  to  me and le t m e 
add m y own little  b its  here and the re  as I usua lly  do'. [11] O ne o f these  'little  b its ' in vo lves  he r 
k ick ing  a Nazi o ffice r, an inc iden t not in the  o rig inal scrip t, bu t a  m om ent w hose  e ffe c t upon 
so ld ie rs  w a tch ing  the  film  w as to  insp ire  adm ira tion fo r her b ravery. [12] [V ID -O A ]
T h e  D e m i-P a ra d is e  (A n thony A squ ith , 1943) [R ow ena  Ven tnor]
(a lte rna tive  title : A dven tu re  For Tw o)
(Laurence O liv ie r, Penelope Dudley-W ard , M a rjo rie  F ie ld ing, M .R ., Les lie  H enson, G uy  
M iddleton, Fe lix  A y lm e r, Jo yce  G ren fe ll, Edie M artin )
D ram a. Ivan K ouzne tso ff (Laurence O liv ie r), a  young  S ov ie t m arine engineer, inven ts a  new  
type  o f p rope llo r and v is its  B rita in  ea rly  in 1939 and again in w a rtim e  1941 when  his p re jud ices 
and m isconcep tions o f the  B ritish  are la rge ly  ove rtu rned . He leaves fo r hom e firm ly  endo rs ing  
the need fo r A ng lo -S ov ie t friendsh ip.
R utherford  po rtra ys  R owena Ventnor, doyenne  o f the  v illage  and o rgan ise r o f the  loca l 
pageant. E xhausted  by thea tre  w ork, she a rrived  on the  se t 'ne rvous  and uneasy ', bu t A squ ith  
reassured  her w ith  a g la ss  o f w h is ky  and 'w as gen tle  and com fo rting  - gave  me trem endous 
courage . I w en t on, s till a  little  ne rvous, but th e y  say m y en trance  w as  m ost e ffe ctive : tha t 
w as  en tire ly  due to  h im '. [13] It is not a large ro le but her own assessm en t o f her pe rfo rm ance
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is a ffirm ed  by the c ritica l reaction. T h e  M o t io n  P ic tu r e  H e ra ld  cons ide rs tha t she 'con tribu te s 
excep tiona l com edy', and T h e  M o n th ly  F ilm  B u lle t in  th in ks her 'in sp ired ...he r appearances are 
shee r jo y  from  s ta rt to  fin ish '. [14] [V ID -O A ]
E n g lis h  W ith o u t T e a rs  (H aro ld  F rench , 1944) [Lady C hris tobe l B eaucle rk]
(a lte rna tive  title : H e r M an G ilbey)
(M ichae l W ild ing, Penelope D ud ley-W ard , L illi Pa lm er, C laude Dauphin, A lbe rt L ieven, Roland 
C u lve r, M .R ., Fe lix  A y lm e r)
R om antic  C om edy. R ich ATS  g irl Joan  (Penelope D ud ley-W ard ) fa lls  fo r her bu tle r Tom  
G ilb e y  (M ichael W ild ing ) who becom es a lieu tenant in wartim e.
R u the rfo rd 's  second  a ris to c ra t fo r the  c inem a  is  Lady C hris tobe l B eaucle rk , aunt o f the  
hero ine , w ho has a  pass ion  fo r m ig ra to ry  b irds. U n like  the im perious Lady P arke  o f M is s in g  
B e lie v e d  M a r r ie d  Lady C hris tobe i is  a  m uch  m ore  rounded and e ccen tric  figu re , s till fo rce fu l, 
as dem onstra ted  in he r s trong ly  w orded  - and m iscons trued  - speech to  the  p re -w a r League 
o f N a tions, bu t so ftened  by the ex igencies o f w a r when she opens up he r g rand London hom e 
to a llied  re fugees. S tud io  pub lic ity  en thuses tha t it is 'the pa rt o f her life ' and she  is 'a  jo y  to  
w a tch  before the  cam eras . Her scenes  are so  sure ly , so  n im b ly d raw n '; a  m ore  recen t 
a sse ssm en t fin ds  he r 'the film 's  p rim a ry  p leasure '. [15] [V ID -O A ]
B lith e  S p ir it  (D avid  Lean, 1945) [M adam e A rca ti]
(R ex H arrison , C onstance  C um m ings, K ay H amm ond, M .R ., Hugh W ake fie ld , Jo yce  C arey , 
Jacque line  C la rke )
C om edy  Fan tasy. A t a  seance  conducted  by M adam e A rca ti (R u therfo rd ), cyn ica l n o ve lis t 
C ha rles C ondom ine  (R ex H arrison ) is  d is trac ted  by the appearance  o f h is  firs t w ife  E lv ira  
(K ay  H amm ond) w ho m ate ria lises and m akes m isch ie f.
A lthough  not dev ised  w ith her in m ind, once  the  p lay was fin ished  Noel C ow ard  though t o f her 
and added e x tra  d ia logue - 'M arga re t took  possess ion  o f m y pen' as he pu t it. [16] 
R u the rfo rd 's  e ccen tric  m edium  M adam e A rca ti s tea ls  the  film  ve rs ion , ga rnering  he r an 
in te rna tiona l repu tation  and the best no tices o f he r ca reer so  far. T h e  T im e s  conside rs  the pa rt
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'a g lo rious ly  com ic  parody and ye t [R u therfo rd ] keeps he r a shrewd and likeab le  w om an ’; T h e  
D a ily  T e le g ra p h  th in ks  she has ach ieved 'tha t ha rdest o f all feats  in acting - she po rtra ys  a  
cha rac te r absurd  w ithou t being rid icu lous, a  w om an w ho ...h ides both sense  and heart'; D iiy s  
Powe ll has re se rva tio n s  about the film  but en jo ys  R u therfo rd 's  'na tu ra lly  com ic  pe rfo rm ance ' 
w h ich  w orks because  the  ac tre ss  does not p la y it 'w ith  the seem ing aw a reness  o f being 
funny '; T im e  a n d  T id e 's  c ritic  rem arks ins igh tfu lly  th a t 'h e r genius p ie rces the  C ow ard  tin se l. In 
the  world o f c in em a  in w h ich the re  are few  real ch a ra c te rs , M adam e A rca ti is b rea th -tak ing ly  
fou r-square ...one  o f C ow a rd 's  crue lle s t crea tions  and  ye t the re  are m om ents in w h ich  she 
e ludes our m o cke ry  and m ocks us, when if she cou ld  speak fo r he rse lf she  would be crue l to  
C ow a rd ...it's  no t o n ly  the  a rty -c ra ftin ess  and the  heartiness  tha t M argaret R u therfo rd  ge ts  so 
right, it's  the  fa ith  behind  them '. [17] [V ID -O A ]
M e e t M e  A t  D a w n  (Thorn ton  Freeland, 1946) [M adam e Verm ore l]
(a lterna tive  title : T he  G ay D ue llist)
(W illiam  Eythe , H aze l C ourt, M .R ., S tan ley H o llow ay, Basil Sydney, Irene B rowne, G eorge  
Thorpe, B ea trice  Cam pbe ll, Katie  Johnson, W ilfred  H yde W hite, O .B . C la rence , A ub rey 
M alla lieu, C harles H aw trey - unbilled)
R om antic  C om edy. P ro fess iona l sw ordsm an C ha rles M orton (W illiam  E ythe ) m akes  his liv ing  
duelling on behalf o f o the rs  who have enem ies.
R u therfo rd  po rtra ys  a  fie rcesom e but k ind ly  F rench  a ris to c ra t in th is  la ck lu s tre  period  com edy 
by an Am erican  d ire c to r (Freeland) and sta r (E y the ) ou t o f the ir depth and we ll pas t th e ir bes t 
w ork. D isappoin ted w ith  the film  T h e  M o tio n  P ic tu r e  H e r a ld  ha ils  'accom p lished  p laye rs o f little  
b its  like M argaret R u therfo rd , w hose  gusty  fu rbe low s and va s t sk ill ju s t se rve ...to  show  up  in 
g rim  silhouette the  m e lancho ly  ba reness o f the  rem a inde r'; T h e  M o n th ly  F ilm  B u lle t in  fin ds  
Ru therfo rd  and S tan le y  H o llow ay 'p illa rs  o f s treng th ' and V a r ie ty  p ra ises 'these  tw o ...scene - 
s tea le rs  par e xce lle nce  [who] dom inate the sc reen  a t e ve ry  opportun ity '. [18 ] [V ID -O A ]
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(B arbara  W hite, Ronald Squire, B renda  B ruce , Bonar Colleano, Ronald Howard , M iles 
M a lleson, M .R ., Jo yce  G renfe ll, M ichael A llan)
C om edy. Lord Harpenden (Ronald Howard ), an o rd ina ry  seam an, be friends Am erican  o ffic e r 
Joe  M u lvaney (B onar C o lleano) w ho com petes w ith  vo lub le  M ons ieu r C o lbert (M ichae l A llan ) 
fo r the a tten tions o f the  in decis ive  Lady E lizabeth  Randell (B arbara  W h ite). S c reenp la y by 
Terence  Rattigan , adapted from  h is  p lay.
A  h it on the  London stage, R a ttigan 's  p lay flopped on B roadw ay and c ritica l reaction  to  the  
subsequen t film  is  one o f d isappo intm en t. [19 ] H ow eve r m ost a re  agreed on the  exce lle nce  o f 
a  s te rling , la rge ly  B ritish , cast, 'bu t the  cha ra cte r ac to rs , pa rtly  from  long experience  and pa rtly  
from  the  w ay th e ir pa rts  a re w ritten , a re be tte r than anybody '. [20] R utherfo rd  con tribu tes  a 
m arve llo us (all too  b rief) cam eo as a F reudian p sych ia tris t w ho in te rrup ts  lo ve rs  Joe and Lady 
E lizabe th  on a  tube  tra in  w ith  her own unwanted obse rva tions . [B F I-VC ]
M ira n d a  (Ken Annakin , 1948) [N u rse  C ary]
(G lyn is  Johns, G oogie W ithe rs, G riffith  Jones, John  M cC a llum , M .R ., D avid  Tom linson) 
C om edy Fan tasy. O n holiday in C ornwa ll, H arley S tree t doc to r Paul M arten  (G riffith  Jones) 
ca tches a  m erm a id , M iranda (G lyn is  Johns), w ho re tu rns w ith  him  to  London d isgu ised  as  an 
inva lid . S creenp lay by P e te r B lackm ore , adapted from  h is stage play.
R u therfo rd  p lays the on ly  nurse  e ccen tric  enough to  be conside red  su itab le  to  look a fte r 
G lyn is  Johns ' h u sky -vo iced  m erm aid . D ire c to r Ken A nnakin  ca lls  R u therfo rd  'a  com p le te  
o rig ina l, she had no techn ique  a t all tha t she adm itted  to ...you  had to  shoo t until you  caugh t 
w ha t you  wanted  from  her. W hat she d id have w as an orig ina l zany  qua lity '. [21] C ritica l 
reaction  to  N urse C a ry  de ligh ts  in 'a  ch a ra c te ris tica lly  exuberan t pe rfo rm ance  [w he the r she  is ] 
dancing  the  M azu rka  o r ca rry in g  ou t m ore dom es tic  du ties w ith  equal zes t'. [22] A  le sse r 
seque l, M a d  A b o u t  M e n , fo llow ed in 1954. [V ID -O A ]
W h ile  th e  S u n  S h in e s  (A n th ony  A squ ith , 1947) [D r. W in ifre d  F rye ]
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(S tan ley H ollow ay, Herm ione Baddeley, M .R ., Paul D upu is , B e tty  W arren, B arbara  M u rray, 
R aym ond  H un tley)
C om edy. The inhab itan ts  o f P im lico  d isco ve r they  are pa rt o f Burgundy and consequen tly  
dec la re  th e ir independence  from  B rita in  and its  p o s t-w a r ra tion ing. O rig ina l sc rip t by  T .E .B . 
C la rke .
The e ffe c tiveness  o f th is  co sy  but tim e ly  Ealing com edy is  down to  C la rke 's  scrip t, fo r w h ich  
he w as nom inated fo r an A cadem y Award, and the  num erous cha rac te r pa rts . R u the rfo rd  
p lays a p ro fe sso r o f m edieval h is to ry  who con firm s the  Burgundian  heritage on w h ich  hangs 
the  c ru x o f the  s to ry . H er m u lti-scene  cam eo en livens a poten tia lly  ted ious h is to rica l 
exp lana tion  by shee r fo rce  o f pe rsona lity  w ith  her fam ilia r voca l m annerism s and body 
m ovem ents now  a ided  by a tin k ling  g lockensp ie l w a tch ! T h e  T im e s 's  c ritic  finds her 's upe rb ly  
e ccen tric ’, w h ile  C aro line  Lejeune en thuses: 'I could have  done w ith  a  good deal m ore  o f 
M argaret R u the rfo rd ...w ha t a  w om an she is fo r hugging a g rotesque  part to  he r bosom  and 
g iving  it back  aga in  w ith  w arm th and gene ros ity !' [23 ] A la s ta ir S im  w as o rig ina lly  ca s t in  the 
role but w as unava ilab le , p robab ly  due to  com m itm en ts  in the  theatre . [V ID -O A ]
T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  (F rank Launder, 1950) [M iss  W h itchurch ]
(A la s ta ir S im , M .R ., Jo yce  G renfe ll, R ichard  W attis , G uy  M iddieton )
Farc ica l C om edy. Due to  a  w ar-tim e  m in is try  e rro r, the  g irls  o f St. Sw ith ins and th e ir s ta ff - 
headm is tress, M iss  W h itchurch  (R u therford) - are b ille ted  w ith  the boys o f Nutbourne  C o llege  
and the ir s ta ff - headm aste r, W etherby Pond (A la s ta ir S im ). C o inc iden ta lly  it has a lready been 
a rranged fo r som e paren ts o f S t. Sw ith ins and gove rno rs  o f the  boys ' schoo l to  v is it 
Nutbourne fo r an open day. Adapted from  John  D igh ton 's  su ccess fu l W est End p lay  w h ich  
opened at the  A po llo  Thea tre  in M arch  1948 and ran fo r 605 pe rfo rm ances.
R u therfo rd 's  fo rm idab le  M iss W h itchurch  - a  pa rt she had a lready fash ioned on the  s tage  - 
encoun te rs A la s ta ir S im 's  ha rrassed  headm aste r in a  h ila rious battle  o f the se xes  w h ich  
evo lve s in to  m utua l cooperation . R utherford  te lls  G w en R obyns she had never be fo re  lent 
he rse lf 'to  a m ore d isg race fu l exh ib ition  o f ru th le ss  fem in ism ' and com m en ts  m odes tly : 'I
P a s s p o r t  to  P im lic o  (H en ry  C o rn e liu s , 1949) [P ro fe s so r H a tto n -Jo ne s ]
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m ere ly  trans la ted  m y techn ique  to  the  film  m edium '. [24] F rank Launder conside rs tha t she  
'can  a lw ays m ake  any line sound funn ie r than it rea lly  is ' and 'em bod ies tha t type  o f 
headm is tress as no o the r a c tre ss  cou id . She wouid never do one take  the  sam e, but i like  an 
a rtis t like  tha t'. [25] H ow eve r it is in her scenes  w ith S im  tha t the film  c ra ck le s  to  life, and it is  
not too  fanc ifu l to  sugges t th a t h is M iss  F ritton  in the S t. T rin ian 's  film s , w h ich  the  na rra tive  
seem s to  an tic ipa te , is  based, a t leas t in part, on a ve rs ion  o f R u therfo rd 's  characte r.
[V ID -O A ]
H e r  F a v o u r ite  H u s b a n d  (M ario  Soldati, 1950) [M rs  D o thering ton ]
(a lte rna tive  title s : The Tam ing  o f D oro thy/Q ue l bandito  sono io)
(Jean  Kent, R obert B ea tty , G ordon  H a rke r, M .R ., Rona A nderson)
C om edy-D ram a . A n ton io  (R obert B ea tty ), a  tim id  Neopolitan  bank c le rk , is  henpecked  by h is 
E ng lish  w ife  D o ro thy (Jean  Kent) and bu llied by her m other (R u therfo rd ). U nknown to  A n ton io  
he is the  doub le  o f no to rious gangs te r Leo  L 'Am ericano  (a lso  R obert B ea tty) who k idnaps him  
as part o f h is  plan to  rob a bank. The re su lt is  a  p ro fus ion  o f m ista ken  identities. S c reenp lay  
by Noel Langley, based  on a  s tage  com edy by Pepino de F ilippe.
R u therford  resum es her screen  partne rsh ip  w ith  G ordon  H a rke r - from  B e a u ty  a n d  th e  B a r g e  
th irteen  yea rs  ea rlie r! - and m akes  the  m ost o f the opportun ities p resen ted  to  her as Jean  
K en t's  m o ther. U n fo rtuna te ly  a w eak sc rip t and S o lda ti's  heavy-handed  d irection  fa ils  to  
d isgu ise  a  na rra tive  w h ich  trie s  too  hard to  am use, and desp ite  en thusia s tic  s tud io  pub lic ity  
w h ich  cons ide rs  he r 'once  again a t the  top  o f he r fo rm ', 'funn ie r than e ve r' and an a c tre ss  w ho  
'has never done anyth ing  be tte r on the  sc reen ', even  R u therfo rd  he rse lf describes  H e r  
F a v o u r ite  H u s b a n d  as 'no t a  ve ry  good film ’. [26] [B F I-VC ]
M is s  H a r g re a v e s  (BBCTV , M ichael B a rry  (prod .), 17/12/50) [M iss  H arg reaves ]
(M .R ., A ndrew  O sbo rn , A rthu r W ontner, M ary M ackenzie , W illiam  M ervyn , S tringer D av is ) 
Norm an H un tley (A ndrew  O sborn ) and a friend  inven t an im ag ina ry  characte r, M is s  
H arg reaves (R u the rfo rd ), to  am use  them se lves . They im agine  her as an e ccen tric  old lad y, a 
poe tess who tra ve ls  around w ith  a  bath and an av ia ry ; th e y  cons tru c t he r lifesty le , friends,
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re la tives and som ewhere  fo r her to  live. A s  a jo ke  th ey send  her an inv ita tion  to  s ta y in th e ir 
ca thedra l town ; unexpec ted ly  they rece ive  a rep ly. Adap ted  by F rank B ake r from  his nove l o f 
the  sam e name.
T h e  L is te n e r 's  re v iew e r is less than im p ressed  by the ea rly  scenes o f th is  te le v is ion  p lay until 
'sa lva tio n  appeared ...(as  it so often does) in the  person o f M iss  M a rgare t 
R u therfo rd ...g ro tesque  and b risk ly  com peten t, w ith  a cape  and a  m ag is tra l cane ...M iss  
H arg reaves w as a  splendid pe rfo rm ance ...he r ease , au tho rity , en thus iasm  and tim ing  w ere  
w onderfu l, and one o f the best m om ents I have encoun te red  in te le v is io n  w as he r rec ita l, a t 
once  im ag ina tion -s tirring  and absurd, o f [a ]...poem  in the  la s t a c t...[th is ] crea tion  had a  life  o f 
its  own; and th is  life  M iss Rutherford gave  m ore  and m ore abundan tly '. [27 ] A  ve rs ion  o f the  
s to ry  w as staged  a t the  Royal C ourt in 1952 and w h ile  R utherford  w as adm ired , to  her 
d isappo in tm en t, the  p lay w as panned. No copy  o f the  te le v is io n  p roduction  su rv ives .
T h e  M a g ic  B o x  (John  Boulting, 1951) [Lady Pond ]
(R obert D onat, M arga re t Johnston, M aria  S che ll, R obert Beatty, M ichae l D enison, Jo yce  
G ren fe ll, M ile s M a lleson, Bernard M iles, Laurence  O liv ie r, M ichael R edgrave , E ric  Portm an , 
Em lyn  W illiam s, R ichard  A ttenborough, B asil S ydney, M .R . billed a lphabe tica lly  am ongs t a  
ca s t o f 80!)
B iographica l D ram a. The life  s to ry  o f B ritish  c inem a  p ioneer W illiam  F riese -G reene  (R obert 
Donat), who d ied  in poverty .
Th is  s ince re trib u te  to  F riese-G reene  m oves  som e and em ba rrasses  o the rs. R u therfo rd  
con tribu tes a  cam eo  as the type  o f no -nonsense  a ris to c ra t her pub lic had com e to  expect. 
Lady Pond h igh lig h ts  the  na rrow -m indedness o f conven tiona l photog raphers and sa lu te s 
F rie se -G reene 's  v is io n  o f b rie fe r exposure  tim es  w h ich  wou ld  p roduce be tte r re su lts  from  
m ore  re laxed  s itte rs . She a lso  dem onstra tes a so fte r side, and all w ith in  tw o  m inu tes and  15 
seconds o f sc reen  tim e. R utherford  hated w o rk  on the  film  w hich w as 'ove rloaded  w ith  fa r too  
m any s ta rs  w ith  noth ing  to  do ...it w as like  a huge m eringue hidden unde r la ye rs  o f w h ipped 
cream . None o f us liked the taste  m uch'. [28] [V ID -O A ]
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C u r ta in  U p  (Ralph Sm art, 1952) [C a the rine /Je rem y S t. C la re ]
(a lterna tive  title : O n  M onday Next)
(R obert M orley, M .R ., O iive  S ioane, Joan  R ice, C harlo tte  M itcne ii, K ay Kendaii)
C om edy. The rehea rsa ls  o f the D rossm outh  repe rto ry  are d isrup ted  when the  p roducer H a rry  
B la cke r (R obert M orley) c ro sses  sw ords w ith  the  au tho r o f next w eek 's  p lay, C a therine  
(R u therfo rd ). A dap ted by M ichael Pertwee and Ja ck  D avie s from  Ph ilip  K ing 's  'O n  M onday 
Next'.
N e ither the adap tation  no r the  ra the r s ligh t s to ry  is  m uch  liked  by c ritic s  w ho tend to  find the  
film  routine and sta le . O f h e r role R utherford com m en ts  to  G w en Robyns: 'I w as the  tire som e  
am ateur au tho r C a therine  [nom  de plum e Je rem y]...! had to  m ake  the  pa rt o f nothing. Bu t it d id 
increase  m y p restige  in Am e rica '. [29] H er op in ion  is  endorsed  by m ore than  one rev iew er. 
T h e  A m e r ic a n  S ta r  be lieves tha t 'th is  film  w ill be g reeted w ith  w ild  en thusiasm  by the  g row ing  
m em bersh ip  o f the  M arga re t R utherford  cu lt', w h ile  T h e  M o t io n  P ic tu r e  H e ra ld  is  s im ila rly  
upbeat: 'In  a  happy stroke , tw o  o f E ng land 's em inen t p la ye rs  are ca s t toge the r [and ]...the  
suprem e m as te ry  w ith  w h ich  Robert M orley and M arga re t R utherfo rd  go  th rough  th e ir a cting  
chores is  a p leasure  to  behold, and puts the film  am ong the  superio r im po rta tions  o f the  
season '; and even  a t hom e, w ha tever the ir re se rva tions abou t the film , c ritic s  acknow ledge  
tha t 'the lau re ls  go to  M argare t R u therfo rd ...he r pe rsona lity  endows th is  film  w ith  a s trik in g  
com edy perfo rm ance '. [30] [V ID -O A ]
C a s t le  in  th e  A i r  (H en ry C ass , 1952) [M iss N icho lson ]
(D avid  Tom linson , Helen C he rry , M .R ., Barbara  K e lly , A .E . M a tthew s, B rian  O u lton )
C om edy. The im poverished  Earl o f Locham e (D avid  Tom linson ) fa ils  to  tu rn  h is cas tle  in to  a  
hote l but is  unprepared  fo r the  ensuing battle  between  an Am erican  cousin , M rs J. C lod fe lte r 
Dunne (B arbara  K e lly) w ho  w an ts to  buy the  p rope rty  and M r P h illips (B rian  O u lton ), a  C oa l 
Board o ffic ia l, w ho  hopes to  requ is ition  it a s a  m ine rs ' hoste l. A lan M e lv ille  and Edward 
D ryhu rs t's  s c rip t is  adap ted  from  M e lv ille 's  s tage  su ccess .
C ass 's  un insp iring  d ire c tion  o f a  top ica l stage p lay is  fu rthe r w eakened  by an adap ta tion  w h ich  
fa ils  to  escape  from  its  thea trica l orig ins. W ith nods to  P ro fe sso r H a tton -Jones (P a s s p o r t  to
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P im lic o )  and M adam e A rca ti {B lith e  S p ir it ) , R u the rfo rd 's  h is to rian , who a im s to  p rove  tha t the 
Earl is the  rightfu l he ir to  the  S co ttish  throne, is c le a rly  w ritten  especia lly  fo r her as the film 's  
pub lic ity  m ateria ! is  on ly  too  eager to  a ffirm . And ye t she  is  conside red  ra the r w asted ' and 
'm ade  to  look foo lish '; T h e  M o n th ly  F ilm  B u lle t in 's  c ritic  concludes tha t 'o n ly  M argare t 
R u therfo rd , c lad  in fu ll H igh land rega lia  and her own  sub lim e  brand o f hum our, lends life  to  a 
jo ke  w h ich  o the rw ise  fa lls  fla t'. [31]
T h e  Im p o r ta n c e  o f  B e in g  E a r n e s t  (An thony Asquith , 1952) [M iss  Letitia  P rism ]
(M ichae l R edgrave , R ichard  W attis , M ichael D enison, W a lte r Hudd, Ed ith  E vans, Joan  
G reenw ood , D o ro thy Tutin , M .R ., M iles M alleson, A ub rey M ather)
C om edy D ram a. In the  1890s, tw o  w ea lthy and e lig ib le  bache lo rs, Ja ck  W orth ing  (M ichael 
R edgrave) and A lge rnon  M oncrie ff (M ichae l D en ison), encoun te r p rob lem s w ith  th e ir 
p rospec tive  m a rriages . Adapted by A squ ith  from  O sca r W ilde 's  ce leb ra ted p lay.
The d ilem m a  fo r c ritic s  is to  se t A squ ith 's  fa ith fu l adap tation  o f W ilde aga inst the  superb , now  
c la ss ic , pe rfo rm ances  o f the  cast. W hatever the  d ire c to r's  fau lts  a t least he m akes no a ttem p t 
to d isgu ise  the  film 's  fam ous thea trica l fo rerunner. R u therfo rd  b rings to  her M is s  P rism  a 
specia l understand ing , having  portrayed  it (and Lady B ra ckne ll) on the s tage; and oppos ite  the  
scene -s tea lin g  E d ith  E vans she comm ands a tten tion  by underp laying  he r part. In he r de ligh tfu l 
low -key  flirta tio ns  w ith  M iles M a lleson 's  Canon C hasub le  one senses  her holding som eth ing  
in rese rve , so  tha t when Ja ck  w rong ly  a ssum es her to  be h is m other, he r flu ste red  'M r 
W orth ing , I am  unm arried !' and waving  o f he r hands in the  a ir is  a  w onde rfu lly  judged  
exube rance  in the  con te x t o f a  sub tly  underem phasized pe rfo rm ance . Penelope H ouston  finds 
he r pa rtne rsh ip  w ith  M a lleson 'adm irab le ', w h ile  C aro line  Lejeune th in ks  th e y  's taunch ly  p rop  
up the  w eake r com ers  o f the  p ictu re '; Karel R e isz cons ide rs  her 'su ita b ly  g ro tesque ' and 
V irg in ia  G raham  tha t the sm a ll part o f M iss P rism  is  filled  'to  an ebu llien t ove rflow ing '. [32 ] 
[V ID -O A ]
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(M .R ., R ichard  Heam e, M ichael M edw in, P e te r Jones, S id Jam es , D ora  B ryan, Jam es  
R obertson  Ju s iic e )
C om edy. M iss  H oney (R u therfo rd ), an e ccen tric  devo ted to  ch ildren and b irds, en lis ts  the he lp 
o f m agazine  w rite r H enry W rig le y (R ichard  H eam e) to  re cove r a  w h is ky  form ula. The scrip t, 
by Val Va lentine , is  based  on a s to ry  by Reed de Rouen; P a trick  C am pbe ll is responsib le  fo r 
the  dia logue. [33]
The firs t o f tw o  fa iled  a ttem p ts  to  p rov ide  R utherford  w ith  a  s ta rring  veh ic le  in the ea rly  1950s, 
M is s  R o b in  H o o d  su ffe rs  from  an uncerta in  na rra tive  th ru s t w here  fa rce  and fan tasy a re  
uneasily  com prom ised , and a  d ire c to r w ho la cks  d isc ip line . R u the rfo rd 's  cha racte r em erges 
as 'e xce ss iv e ly  g ro tesque ' as she 'fo rce s  the pace '; Te rence  P e ttig rew  conc ludes ins ig h tfu lly : 
'The film  seem s to  have  been based on the  ra the r dangerous notion  tha t anyth ing  M argaret 
R u therfo rd  does w ill ra ise  a laugh and, though she flashes around  in tha t b rillian tly  e ccen tric  
b o ssy  w ay  tha t endeared  he r to  m illions, the  film  crie s  out fo r a  s tronge r p lot and be tte r 
support'. [34] [V ID -O A ]
In n o c e n ts  in  P a r is  (G ordon  P a rry , 1953) [G w ladys Ing lott]
(A la s ta ir S im , Ronald Sh iner, C la ire  B loom , M .R ., C laude Dauphin, J im m y Edw ards, 
Laurence  H arvey)
C om edy. V a rious passenge rs  assem b le  a t N ortho lt A irpo rt about to  board a fligh t to  P aris . 
S even  separa te  na rra tive  th reads p resen t the ir escapades in a c ity  w h ich  m ost o f them  are 
v is itin g  fo r the  firs t tim e .
The  opportun ity  fo r the  resum ption  o f R u therfo rd  and S im 's  screen  partne rsh ip  in T h e  
H a p p ie s t  D a y s  o f  Y o u r  L ife  - is  not ta ken  s ince  th ey have  no scenes  toge the r in th is  ep isod ic  
film  w ith  its  m ed iocre  m e lee o f tired  old jo kes. H ow eve r the  repu ta tions o f both ac to rs  rem a in  
un tarn ished by  th e ir ind iv idua l contribu tions. R utherfo rd  has som e e ffe c tive  m om ents as an 
a rtis t w ho is  con ten t to  buy a copy o f the  M ona  L isa  from  a pa in te r (S tringe r D avis) who has 
created  ove r 300 lik e ne sse s  o f the  sam e sub ject! [35] [V ID -O A ]
M is s  R o b in  H o o d  (John  G u ille rm in , 1952 ) [M is s  H oney ]
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(Norm an W isdom , M .R ., M o ira  L ister, D erek Bond, Lana M orris, Je rry  D esm onde , M egs 
Jenkins, Joan  S im s)
C om edy. N orm an (N orm an W isdom ), d im inu tive  and am b itious em p loyee  o f a large  
departm en t s to re , causes  chaos and cap tu res som e crooks  in h is  a ttem p ts  to  becom e  a 
w indow -dresser.
R u therfo rd  p la ys  a  p ro fess iona l shop lifte r in W isdom 's  firs t, and a rguab ly  best, veh ic le . 
H owever, desp ite  he r re la tive ly  sm a ll role, c ritica l reaction  com pares the  tw o  un favourab ly . In 
con tra s t to  W isdom 's  ra the r obv ious s la p s tic k  V irg in ia  G raham  finds R u therfo rd  'the ve ry  
e ssence  o f soph is tica ted  com edy...M r W isdom  could  learn m uch from  her. H er tim ing  is 
exqu is ite , the re  a re no loose ends, her hum our is  a  b lend o f tones and ha lf-tones g raded  w ith  
in fin ite  cunn ing '. [36 ] [V ID -O A ]
T h e  R u n a w a y  B u s  (Val G uest, 1954) [C yn th ia  B eeston ]
(a lte rna tive  title : S cream  in the N ight)
(F rankie  Howerd , M .R ., P e tu la  C la rk, G eorge C ou lou ris , Toke  Tow n ley, Te rence  A lexande r, 
Be linda Lee)
C om edy. P e rcy  Lam b (F rankie  Howerd), the  d rive r o f a  London A irp o rt bus, becom es 
stranded  in the  fog w ith  an asso rtm en t o f passengers  on th e ir w ay to  B lackbushe .
O nce  again, R u therfo rd  is  on hand, as a  ba ttleaxe  w aving  he r um bre lla , to  usher in a com ic  
(Howerd ) new  to  the  c inem a, even though her 'suppo rt' ra the r upstages h im . H owever, m ore  
than  one re v iew e r finds he r 'subdued '; th is  is  coun te red  by o the rs  who cons ide r he r 
pe rfo rm ance  'g rand ', 'bo th  am using  and d isa rm ing , [and] w o rth  her w e igh t in gold '. [37 ] In h is  
autob iography the  d irecto r, Va l G uest, notes tha t H owerd would on ly  do the  film  under the  
condition  tha t R u therfo rd  rece ived  top  billing. B ut during  shooting  she  in s is ted  it re ve rt to  
Howerd. [38] D esp ite  som e poor notices and the m isg iv ings o f the new  sta r, the film  did w e ll 
at the  box o ffice . [V ID -O A ]
T ro u b le  in  S to r e  (Jo hn  P add y  C a rs ta irs , 1953) [M is s  B acon ]
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M a d  A b o u t  M e n  (Ralph Thom as, 1954) [N urse C ary]
(G lyn is  Johns, Donald S inden , Anne C raw fo rd , M .R ., D ora  B ryan , N icholas P h ipps, Joan  
H ickson , irene  Handi)
C om edy Fan tasy. M iranda (G lyn is  Johns), a m erm aid, and her cousin  C aro line  (a lso  Johns), 
a spo rts  m is tre ss , agree to  sw ap  identities fo r a  while . Soon B a rc la y Su tton  (N icho las 
P h ipps), the squire , and fishe rm an  Je ff S aunders (D onald S inden) a re com peting  fo r 
M iranda 's  a ttention.
Ru therfo rd  rep rises  her ro le as Nurse  C a ry  in an in fe rio r seque l to  M ira n d a .  A s  ever, the film  
is  rescued  by the  pe rfo rm ances . R utherford he rse lf is c ritic a lly  adm ired  but though t to  be 
w asting  her ta len ts  in a  na rra tive  lack ing  invention and o rig ina lity . Indeed, like  the  la te r Ealing 
com ed ies whose  them es a re  recyc led , the film  illu stra tes  the  m id -1950s d ilem m a  o f B ritish  
c inem a  w ith  its  sense  o f nowhere  to  go. [39] [V ID -O A ]
A u n t  C la ra  (A nthony K im m ins, 1954) [C la ra  H ilton]
(Ronald Shiner, M .R ., A .E . M a tthew s, Fay Com pton, N igel S to ck , J ill Bennett, R aym ond  
H untley)
C om edy. C la ra  H ilton  (R u the rfo rd ), a kind ly, s tra it-la ced  o ld lady, inherits  an uncle 's  five  
g reyhounds, a  pub and a b ro the l. Kenneth H om e 's screenp la y is based  on a  nove l by Noel 
S trea tfie ld . [40]
L ike  M is s  R o b in  H o o d , A u n t  C la ra  rep resen ts ano ther fa iled  a ttem p t to  create  a  s ta r veh ic le  
fo r Rutherford . The prob lem  lie s in Kenneth H om e 's s c rip t w hose  trea tm en t o f the  cen tra l 
cha ra c te r could be construed  as e xce ss ive ly  w h im sica l, w h ile  he m akes little  from  an in itia l 
s itua tion  w h ich  appears rich  w ith  com ic  potentia l. T h e  M o n th ly  F ilm  B u lle t in 's  c ritic  cons ide rs  
R u therford  'quite unsu ited to  the  in tention o f gentle  sen tim en ta lity  o f the cha racte r'; however, 
th is  is a  m ino rity  op in ion and m os t agree w ith the rev iew er o f T h e  D a ily  W o rk e r  w ho th in ks  the 
film  'is  put in a  c la ss  o f its  ow n  by the insp ired, fau ltless  com edy o f M argare t R u therfo rd , who 
goes from  streng th  to  s treng th  w ith  advancing  yea rs  and here a c ts  eve ryone  o ff the  sc reen  
w ith  one o f the  best pe rfo rm ances o f he r ca reer', a com m en t w h ich  would have  p leased the 
a c tre ss  who to ld  Keown tha t it w as  her favourite  screen  role so fa r. [41 ] [B F I-VC ]
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A n  A ll ig a to r  N a m e d  D a is y  (J. Lee Thom pson, 1955) [P rudence  C roque t]
(Donald S inden, D iana  D ors, Jean C arson , Jam es Robertson Ju s tice , S tan ley Ho lloway, 
Roland C u lve r, M .R .)
C om edy. S ongw rite r P e te r W eston 's  (Donald S inden) life is com p lica ted  when he inhe rits  an 
a lliga to r.
The film  boasts an extrao rd ina ry cas t includ ing Joan  H ickson , E rnest Thesige r, R ichard  
W attis , G ilbe rt Hard ing, F rankie  Howerd, J im m y Edwards and N icho las  P arsons, bu t none o f 
th e ir con tribu tions can  concea l a ra the r ind igestib le  na rra tive  hybrid  unsure  o f its  func tion  as 
com edy, rom ance  o r m usica l. R u therfo rd 's  pet shop  owner, w ho  re fuses to  buy the 
eponym ous a llig a to r from  S inden, is a to ta lly  natural cam eo convin c ing  enough to  m ake  us 
believe  she  has occup ied  the  p rem ises fo r years. H er w inning  po rtraya l is m a tched b y  an 
a ffectiona te  on -screen  b illing as 'ou r guest s ta r a rtis te '. [V ID -O A ]
T im e  R e m e m b e re d  (?BBCTV , Lionel H arris , 1956) [The D uchess]
(N a tasha  P arry , Paul Danem an, M .R . - b illing unknown)
'A  young P aris  ha tshop  m id ine tte  [N a tasha  P arry ]...sudden ly  finds he rse lf in a  noble hom e 
w ith  the job  o f d is trac tin g  a young p rince  [Paul Danem an] from  h is  g rie f o ve r h is  dead love . 
The m illine r is  he r doub le '. [42] P a tric ia  M oyes ' trans la tion  o f Jean  A nou ilh 's  p lay is  fu rthe r 
adapted fo r te le v is ion .
The p lay had a long run on the s tage (w ith M ary U re and Paul S co fie ld ), and R u the rfo rd 's  
D uchess de P on t-au -B ronc is conside red  one o f her best pe rfo rm ances. She desc rib e s  the  
cha rac te r as 's lig h tly  zany  ye t innocen tly  rom antic ' but is  not happy m aking  a ve rs io n  for 
te lev is ion , 'a  m edium  w h ich  I find m ost res tric tin g ', and she m isses  'the  fam ily  a tm osphe re  o f 
the theatre  and con tac t w ith  m y aud ience '; critica l reaction  is  m ixed , and  as if sens ing  the 
a c tre ss 's  unease, one w rites: 'E ccen tric ity  is  M argaret R u therfo rd 's  fo rte , but he r ebu llien t 
cha rac te risa tio ns belong to  the  stage o r the  w ide c inem a screen , not to  the  na rrow  con fin e s  of 
the te lev is io n  screen '. [43] No copy su rv ives .
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T h e  S m a lle s t  S h o w  O n  E a r th  (B asil D earden, 1957) [M rs  Fazackerlee ]
(a lte rna tive  title : B ig T im e O pe ra to rs )
(V irg in ia  M cKenna, B ill T ra ve rs , P e te r S e iie rs , M .R ., Leslie  Phiiiips, Bernard  M iies )
C om edy. M a tt and Jean  S pence r (B ill T rave rs , V irg in ia  M cKenna) inhe rit a  decaying  fleap it 
c inem a, the  B ijou, and m anage to  m ake  it pay before se lling  it on a t a  p ro fit. S c reenp lay by 
W illiam  Rose and John  E ld ridge from  an o rig ina l s to ry  by Rose.
T h is  charm ing , sen tim en ta l, E a lingesque  paean to  o ld -fash ioned  c inem a-go ing  m ay not be to 
eve ryone 's  taste , bu t it does p rov ide  R u therfo rd  w ith  one o f her best ro les on the  big screen  
fo r som e tim e . S he  is  ca s t as M rs  Fazackerlee , the be llige ren t cash ie r, w ho is  a lso  a llowed 
m om ents o f nosta lg ia , the  m ost notable being the  scene  she shares w ith  the  B ijou 's  o the r old 
re lic s , Q uill (P e te r S e lle rs ), the  d runken  p ro je c tion is t and O ld Tom  (B ernard  M iles), the 
C om m iss iona ire , w hen she  p lays the  p iano fo r a  s ilen t film . In fa c t th ese  th ree  cha ra cte r 
pe rfo rm ances ca rry  the  film . T h e  M o n th ly  F ilm  B u lle t in  conside rs th a t 'each  have  the  g ift of 
m aking  absurd ity  and  pa thos m om en ta rily  ind is tingu ishab le; and the su cce ss  o f su ch  a scene 
as  [the one described  above ]...is  due en tire ly  to  them  and no t a t all to  the  sc rip t'. [44] [V ID -O A ]
J u s t  M y  L u c k  (John  P addy C a rs ta irs , 1957) [M rs  Doo ley]
(N orm an W isdom , M .R ., J ill D ixon , Les lie  P h illips, Delphi Law rence , E dw a rd  Chapm an, Joan  
S im s)
C om edy. N orm an (N orm an W isdom ), a  jew e lle r's  ass is tan t, p laces an  a ccum u la to r bet on s ix  
ra ces  a t G oodwood  to  enable h im  to  buy a d iam ond  neck la ce  fo r h is  g irlfriend , Anne (Jill 
D ixon). D esp ite  innum erab le  hand icaps and m isunderstand ings N orm an co lle c ts  h is  w inn ings 
and announces h is  engagem ent.
C ritica l op inion o f the  la te s t W isdom  veh ic le  is  m ixed. The p resence  (aga in ) o f R u therfo rd  in a 
cam eo  as an Irish  (!) ra cehorse  ow ne r leads m ore  than one c ritic  to  sugges t th a t J u s t  M y  
L u c k  rep resen ts  W isdom 's  best film  s in ce  h is  debut. O ne senses  an irrita tion  w ith  the film 's  
popu la rity . C aro line Lejeune obse rves  w earily : ’N orm an W isdom  is  a p rob lem . He re cu rs ’. [45] 
U n fo rtuna te ly  c ritic a l d isa ffec tio n  fo r W isdom  and h is  film s  sp ills  o ve r in to  com m en ts  on 
R u the rfo rd 's  cha racte r. T h e  T im e s ' re v iew e r th in ks  she 'su ffe rs  from  the  film 's  de te rm ina tion
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to  m ake her a  se lf-consc io u s  e ccen tric ', while Ph ilip  O akes  d is like s  he r 'ill-judged  s la b  o f 
sen tim en t' and A n thony B a irs tow  ac tua lly  cons ide rs her pe rfo rm ance  'unnecessa ry '; N ina  
H ibbin, however, be lieves tha t: 'O n ly  M argare t Rutherford , in a b rie f appearance, is a llow ed  to  
p resen t a  rounded cha rac te risa tio n . She g ives a de lic ious po rtraya l o f a  rich , e ccen tric  w idow , 
who peoples her m ansion  w ith  e lephan ts, ch im panzees and parro ts , and on ly  races  he r 
ho rses when they fee l depressed  and need a little  e xe rc ise ’. [46] [V ID -U K ]
F ra n k ie  H o w e rd  S h o w  (ATV , 17/8/58) [guest s ta r]
No copy  o f th is  su rv ive s  acco rd ing  to  the  sou rces I have  consu lted .
T h e  N o b le  S p a n ia r d  (TV , 1958) [?]
Am azon 's  In ternet M ovie  D a tabase  lis ts  th is  as a te le v is io n  p lay. I can tra ce  no fu rthe r d e ta ils  
nor a su rv iv ing  copy.
I 'm  A l l  R ig h t  J a c k  (John  B ou lting, 1959) [Aun t D o lly ]
(Ian C a rm ichae l, T e rry -T hom as, P e te r Se lle rs , R ichard  A ttenborough , M .R ., D enn is  P rice , 
Irene Handl, U z  F rase r)
S a tirica l C om edy. Am iab le  innocent, S tan ley W indrush  (Ian C a rm ichae l), en te rs in d u s try  to  
tra in  fo r m anagem ent, bu t becom es a pawn in the  feuding  between B ig B usiness  and  T rade  
Union o ffic ia ldom . H is in sta lla tion  as a  w o rke r in h is  U ncle  B e rtram 's  (D enn is  P rice ) fa c to ry  
leads to  a  nationw ide  s trike .
The  Boulting  b ro the rs ' film  hera ld s the  fu tu re  m ocke ry  o f B e y o n d  th e  F r in g e  and  T W 3 , 
a lthough the  hum our here is  fa r m ore  a ffectiona te  and am b iva len t tow a rds its  ta rge ts . C ritic a l 
p laud its are la rge ly  rese rved  fo r P e te r S e lle rs ' e x trao rd ina ry  pe rfo rm ance  as pe tty  union 
o ffic ia l F red K ite. R u the rfo rd 's  A un t D o lly  rep resen ts 'the  sub -a ris to c ra cy ...a s  im p regnab ly  
sm ug and reac tionary '. [47] It is  not a  large  role, but, un like  the backw a rd -look ing  and 
nos ta lg ic  T h e  S m a lle s t  S h o w  o n  E a r th , her appearance  in I 'm  A l l  R ig h t  J a c k  a t least p o rtra ys  
he r in the con text o f a  sa tire  appropria te  to  the m odern w orld . [V ID -O A ]
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T h e  D a y  A f te r  T o m o r ro w  (BBCTV , D ouglas A llen  (prod.), 15/4/60) [Am y C a rr]
'TV  play centre ing  on pens ioner Am y C a rr [R u therfo rd ] and her day-to -day life  and cha ra c te r 
and her budding friendsh ip  w ith  old seam an Pe te r O 'C onnor.' [B F i S iF T  ca ia iogue ]
A  decade  a fte r M is s  H a rg re a v e s , F rank B ake r w rote th is  e specia lly  fo r Ru therfo rd . S trin ge r 
D av is  con tribu tes a  cam eo a s  a c le rgym an. No copy  su rv ives .
O n  th e  D o u b le  (M e lv ille  S have lson , 1961) [Lady V iv ian ]
(D anny Kaye, D ana W yn te r, W ilfrid  H yde W h ite , M .R ., D iana  D ors)
C om edy. In W orld  W ar Tw o Am erican  G l, E rn ie  W illiam s (Danny K aye), poses as a  B ritish  
genera l and hoodw inks the  N az is  on the  eve o f D -Day.
A film  w h ich  did nothing to  a rre s t the  decline  o f D anny K aye 's  ca ree r in the  c inem a. For 
R u therford  it m a rks  her on ly  H o llyw ood  outing  and finds her typecas t as an  e ccen tric  S co ttish  
dowager and aunt o f the G enera l (K aye). T h e  M o n th ly  F ilm  B u lle t in  cons ide rs  tha t 'desp ite  a 
m a jes tic  en trance, [R u the rfo rd ] has neve r appeared quite so  p an ic -s tric ken ', w hile  F ilm s  a n d  
F ilm in g  th in ks  'The funn ie st episode  is M argare t R u the rfo rd 's  en tra nce ...H e r rough 
m ovem en ts unham pered  by a p ink fu ll-leng th  fro ck  and ta rtan  plaid, she s trides  into the  pa rty  
thw acking  he r s to le  a c ross  the  shou lde rs o f the  wa iting  flu nkey as if about to  flage lla te  him  
ra the r than m e re ly  su rrende r the s to le  to  be hung up'. [48] The film  is  ra re ly  seen on te le v is ion  
and cu rren tly  unavailab le  on video.
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(a lte rna tive  title : M eet M iss  M arple)
(M .R ., A rth u r Kennedy, M urie l ra v io w , Jam es Robertson Justice , C harles T ingw ell, Thorley 
W a lte rs , Ronnie R aym ond , Joan  H ickson , S tringer D avis)
M u rder M ys te ry . E lde rly  am ateu r sleuth M iss  M arp le (R u therford) sees a  wom an being 
s trang led  through the  w indow  o f a  pass ing  tra in , and when no body can  be found, he r 
susp ic io ns lead he r to  the  nearby A cken tho rpe  esta te  where she poses  as a m aid and 
iden tifies the m urdere r. S creenp la y by D avid  Pursa il and Ja ck  Seddon, based  on A ga tha  
C h ris tie 's  novel '4 .5 0  f r o m  P a d d in g to n '.
Neithe r th is  ra the r tam e  adapta tion  o f C h ris tie  nor the routine d irec tion  o f G eorge P o llo ck  
rece ive  m uch  c ritic a l approbation . H owever, as M argaret H inxm an rem a rks : 'The film 's  
sho rtcom ings  a re sp lend id ly  redeem ed by M argaret R u therfo rd 's  pe rfo rm ance '; Leonard 
M osley  th in ks  he r 'rem arkab le , redoubtable and sp lendid ly fo rm idab le '; D erek P rouse  
cons ide rs  tha t 'she  never topp le s her cha rac te risa tion  into ca rica tu re . She  lends  d is tin c tion  to  
an unpretentious bu t likeab le  little  film '. [49] The trade p ress is equally e n thus ia s tic : V a r ie ty  - in 
th e ir exc item en t g ran ting  the  film  tw o  re v iew s  - th in ks  she 's im p ly  does w ha t com es na tu ra lly  
(to  com ic a c tre sse s  o f he r s ta tu re  tha t is )' and conside rs M iss M arp le  'a  natura l ro le  fo r 
M argare t R u the rfo rd 's  e ccen tric itie s '; T h e  M o n th ly  F ilm  B u lle t in  p ra ises  he r 'agreeab le  v ig ou r 
and d ry  hum our', w h ile  K in e  W e e k ly  ha ils  'a  c le ve rly  con tro lled  pe rfo rm ance ’. [50] F ina lly , 
A lexande r W a lke r fin ds  he r 'hugely  en joyable. W ith chin wagging  like a  w in d so ck  in an a irfie ld  
and eyes tha t a re  decep tive ly  gu ile less, she  c lum ps her w ay  through her lines, s itua tions and 
d isgu ises tha t w ou ld  bunke r an a c tre ss  o f le ss  im peria l ap lom b '. [51] A fte r ye a rs  o f suppo rting  
cha ra cte r pa rts  th is  'little  film ' p ropelled R u therfo rd  back to  s ta r s ta tu s , and led to  th ree  
seque ls  and a  cam eo  appearance . [V ID -U K ]
W e d n e s d a y  M a g a z in e  (BBCTV , 31/1/62) [in te rv iew  w ith D avid  Jacobs ]
A  rare and, th ank fu lly , p rese rved  te le v is ion  in te rv iew  w ith  R utherfo rd . O ne  is  consc io u s  
th roughou t th is  n ine -m inu te  encoun te r o f a  m ore  form a l s ty le  o f in te rv iew ing , m ore  de fe ren tia l 
and less fam ilia r than  we are used to  now adays. Jacobs  cove rs  fash ion, a lludes to  he r film
M u r d e r  S h e  S a id  (G eo rg e  P o llo ck , 1961) [M is s  Jane  M a rp le ]
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and thea tre  roles, and th ey d is cu ss  the  re la tive  m e rits  o f com edy and d ram a, and touch  on 
he r cha rity  w ork too! M ost s ig n ifican tly  she says : 'I seem  to  see a v is ta  o f w o rk ...in  w h ich  I 
can  d irec t m y own w ay a  little  m ore '. She ta lk s  o f a  fu tu re  stage p roduction  o f S c h o o l fo r  
S c a n d a l d irected  by John  G ie lgud, but could have  had little  idea tha t her new  sta rdom , th anks  
to  M u rd e r  S h e  S a id , w h ich  she co y ly  m en tions a s  he r m ost recen t film , w ou ld  lead to  fu tu re  
co llabora tions w ith  O rson  W e lles and C harles Chap lin . [BBC ]
T h e  K id n a p p in g  o f  M a r y  S m ith  (AngiiaTV , G eorge  M ore O 'Fe rra li, 2 /4 /63) [M a ry  Sm ith ]
(M .R ., John  Bonney, Tony B eck le y , J ill M ai M eredith , Jud ith  Furse , P e te r B u tte rw o rth )
M a ry  Sm ith  (R u therfo rd ) w itnesses  a robbery and is  k idnapped by the  gang. W hen she 
rea lises  T iny (John  Bonney) is  e ssen tia lly  decent, she gains h is  con fidence  and  re spect to  
e ffe c t a  change in h is  behaviou r. Adapted by Joan  M organ  from  a  novel b y  L.N . R obertson . 
R u the rfo rd 's  final p lay fo r te lev is ion , and the  on ly  one to  su rv ive , m ust have  seem ed ve ry  o ld - 
fash ioned  even  a t the tim e . It s till has a  ve ry  fiftie s  fee ling about it and it is  aston ish ing  to  
rea lise  that, p robab ly  due in pa rt to  the  in fluence  o f the  B ea ties ' popu la rity , by  the  end o f 1963 
R u therford  he rse lf would be dancing  T h e  Tw is t' in M u rd e r  a t  th e  G a llo p . C ritica l reaction  to  the  
p la y is sca th ing : V a r ie ty  cons ide rs  tha t the  'idea  w as lim p  and its  deve lopm ent c ram m ed  w ith  
in c red ib ilitie s ' and 'th is  pa ls ied  ta le  w as  beyond  redem ption ' and R u therfo rd  is  'w ho lly  
m isca s t'; M on ica  Furlong loathes its  's tom ach -tu rn in g  sen tim en ta lity ', w h ile  L .M . G ande r fin d s  
it 'e n tire ly  p red ic tab le ' and  'bad com ’, a il lam en ting  the w asted  oppo rtun ity  fo r som eone  o f 
R u the rfo rd 's  ta len ts . [52] R u therfo rd  w as hurt by the  c ritic ism  but m ust have  been heartened  
by nearly  a  hundred le tte rs  w ritten  by v iew e rs  to  R a d io  T im e s  in support o f the  p la y and her 
pa rtic ipa tion  in it; m ore  recen tly , to  accom pany a N FT  screen ing  in O c tobe r 2000, D ick  F iddy  
suggests tha t M a ry Sm ith  rep resen ts  'one o f he r fin est sm a ll screen  pe rfo rm ances ' and 
coun ts  it as 'a  m us t-see  fo r R u therfo rd  fans '. [53 ] [B F I-VC ]
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T h e  M o u s e  o n  th e  M o o n  (R ichard  Lester, 1963) [G rand D uchess G ioriana ]
(M .R ., Ron M oody, Bernard C ribb ins , D avid K osso ff, Te rry-T hom as, June R itch ie )
C om edy. The tin y  D uchy o f G rand  Fenw ick d is co ve rs  tha t her w ine, w h ich  p rov ides  the 
na tional incom e, w ill launch a  rocke t. D espite  Am erican  and R ussian  com petition , the 
D uchy 's  am ateur astronau ts  m anage  to  reach the  M oon firs t and return th e ir com pe tito rs  to  
Earth .
R u therfo rd  heads the  cas t desp ite  her re la tive ly  sm a ll role in th is  sequel to  T h e  M o u s e  T h a t 
R o a r e d  U nfo rtuna te ly  the com ic  insp ira tion  o f the  o rig ina l fiim  is iack ing  here. V a r ie ty  th in ks  
the  ro le 'doesn 't extend  M iss R u therfo rd  m uch ' and o the rs th in k  he r w asted ; however, K in e  
W e e k ly  cons ide rs tha t she 'am uses  as the  d ignified , if m uddle-headed, G io riana ', A le xande r 
W a lke r th in ks  he r 'a  de light', and M argaret H inxm an tha t she is 'fla w le ss ly  absen t-m inded ', 
w h ile  T h e  M o tio n  P ic tu r e  H e ra ld  like s  her 'am using bu rlesque ' and T h e  H o lly w o o d  R e p o r te r  
p ra ises  ’he r incom parab le  charm  and com edy sense '. [54] [V ID -O A ]
T h e  T o n ig h t  S h o w  (NBCTV, host: Johnny C arson, 1963) [guest]
D uring  a  v is it to  the  U .S.A . to  p rom ote  T h e  M o u s e  o n  th e  M o o n  R u the rfo rd  appeared  on  the 
now  legendary cha t show . [55] H ow eve r she w as le ss  im pressed  by the  'H o llyw ood  hokum  
pub lic ity ' than by the  opportun ity  to  m eet the as tronau ts  a t C ape C anavera l in F lorida. [56 ] It is 
poss ib le , though un like ly , tha t th is  b roadcast su rv ive s  in Am e rican  a rch ives .
M u rd e r  a t  th e  G a llo p  (G eorge P o llo ck , 1963) [M iss  Jane  M arp le ]
(M .R ., R obert M o rley, F lo ra  Robson, C harles T ingwe ll, K a tya  D oug las, Jam es  V illie rs , 
S tringe r D av is)
M urder M yste ry. W h ile  co lle cting  fo r her favourite  cha rity  M iss  M arp le  (R u therfo rd ) a rriv e s  a t 
an o ld m an 's  house  to  find him  staggering dow nsta irs  to  h is  death. W hen it is d is co ve re d  tha t 
he w as  apparen tly  frightened  to  dea th  by a  cat, M iss  M arp le  in ves tiga te s the  E nde rby  fam ily  
w ho have  gathe red a t T h e  G a llop ' hotel. She poses as a gues t and even tua lly  u n co ve rs  the 
m urdere r. Jam es  P. C avanagh 's  screenp lay is  based on A ga tha  C h ris tie 's  H ercu le  P o iro t 
nove l 'A f te r  th e  F u n e r a l.
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B y consensus the  fin e s t o f the fou r M iss  M arp le  film s , bu t w hat soon becom es evident, s ifting  
through  the re v iew s  from  both s ides o f the A tlan tic , is tha t M u rd e r  a t  th e  G a llo p  is b rough t to  
life  a lm ost en tire ly  by its  pe rfo rm ances - e spec ia lly  R u therfo rd 's  - a  fa c to r w h ich  occas iona lly  
finds  c ritic s  tu rn ing  the ir focus  aw ay from  the  w eake r aspec ts  o f d ialogue, ed iting  and 
d irection . V a r ie ty  en thuses about R u therfo rd 's  'jo yous  energe tic  pe rfo rm ance ' w h ile  T h e  
M o n th ly  F ilm  B u lle t in  finds her 'co nstan tly  de lightfu l, a rch ly  sco ring o ff the  po lice  o r tro ttin g  
down co rrido rs  in a  w aving  c loak like  an e lde rly , earth -bound  bat'; am id s t a  long a rtic le  o f 
fu lsom e p raise  fo r the  a c tre ss  Leonard M os iey  decla res  tha t the film  'w ou ld  be ju s t ano the r 
routine w hodunit if M argare t R u therfo rd  were  not the re  to  ga lvan ise  it' and Pene lope  G illia tt 
be lieves 'it is the  phys ica l de ta ils  o f M iss  R u the rfo rd 's  pe rfo rm ance  th a t are en th ra lling : she 
has a  sk ip  when she ge ts o ff he r b icyc le  tha t is  as e xp re ss ive  as T a ti's  buoyan t w a lk , as 
though she w ere ty in g  a bow  w ith  her gardening shoes '; T im e  ca lls  her 'a  71 -year-o ld  c ro ck  o f 
charm ', T h e  H o lly w o o d  R e p o r te r  th in ks  her 'in com parab le ', 's tu rd y  as an E ng lish  oak ' and 'the 
m ost popular e ld e rly  cha ra cte r a c tre ss  s ince  the  days  o f M arie  D re ss ie r', and T h e  M o t io n  
P ic tu re  H e ra ld  conc ludes tha t 'in  essence  it is  M is s  R u the rfo rd 's  pe rfo rm ance ...w h ich  m akes  
the  film  as droll, a s  am using  and as tho rough ly  en te rta in ing  as it tu rns ou t to  be '. [57] A ga tha  
C h ris tie  was fa r from  happy w ith  the  adaptation, w h ich  subs titu tes  a P o iro t s to ry  fo r one 
fea turing M iss  M arp le , and the casting  o f R u therfo rd . H owever, she v is ite d  the  se t, w arm ed to  
R u therford  and la te r ded icated  a novel, T h e  M ir r o r  C r a c k d ,  to  he r 'in adm ira tion '. [V ID -O A ]
T h e  V .I .P .s  (A n thony Asqu ith , 1963) [The D uchess  o f B righton]
(a lte rna tive  title : In te rna tiona l Hotel)
(E lizabe th  Taylo r, R ichard  Burton, Louis Jourdan, E lsa  M artine lli, M .R ., M agg ie  Sm ith , Rod 
Taylo r, O rson  W e lle s)
D ram a. A  group o f top  p rio rity  passengers are de layed  a t London a irpo rt by fog. T he ir va rio us  
p rob lem s are re so lved  as they w a it overn igh t a t a  hote l.
A squ ith 's  in te rna tiona l film  is ev iden tly  cons tru cted , at least in part, to  cash  in on the  high 
p ro file  rom ance o f B urton  and Taylor, but a rguab ly  it is  saved by the cha ra c te r pe rfo rm ances  
o f Rutherford, O rson  W elles and M aggie Sm ith . Fo r her part R u therfo rd  w as  happy to  be
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reunited w ith  A squ ith  - fo r the  fifth  and fina l tim e - a lthough a t firs t she tu rned  down Terence  
R a ttigan 's  sc rip t. The re su lt w as th a t A squ ith  and R attigan stepped in, 'gave the  cha ra c te r 
m ore  subs tance  - and I w on the  O sca r' as she m odes tiy  to ld  G w en Robyns. [58] Her 
im poverished  D uchess ce rta in ly  rep resen ts the peak o f he r in terna tiona l fam e and the  no tices 
are am ong the  best o f he r ca reer. V a r ie ty  conside rs he r 'shee r jo y  as the p lane-scared  
e ccen tric ', T h e  T im e s  'e xce lle n t in he r usual ro le ' and Raym ond D urgna t tha t she is 'the real 
V .I.P . o f the  en te rp rise ...on  he r tip pest-to ppest fo rm  s ince  B lith e  S p ir i t ;  fo r D erek P rouse  she 
is the  film 's  'one jew e l...[and ] w ith  the  n im b le  touch  o f the  bom  shop-lifte r, she n ips in and out 
o f the  p ic tu re  w a ltz ing  aw ay w ith  e ve ry  scene  she  p la ys '; E ric  S ho rte r finds he r 'd ithe ring  
D uchess o f B righ ton (one o f he r riches t crea tions)...g rea tly  en te rta in ing ...[and ] con fused  by 
regu la tions, dependent on p ills , ne rvous o f fly ing , and sco rn fu l o f its  ind ign ities, she  hangs 
gap ing ly  about in the  a irpo rt p rec in c ts  in an overbearing ly  floppy  fe lt hat. She is s im p ly  
rep resen ting  C om ic Relie f. There  w as  neve r a be tte r rep resen ta tive '. [59 ] [V ID -O A ]
V a r ie ty  C lu b  A w a r d s  fo r  1 9 6 3  (BBCTV , 20/3/64) [incl. 3 m in. speech  by M .R .]
(award  w inners  include: The B ea tles, D irk  Bogarde, M ichael R edgrave , M aggie Sm ith , Ju lie  
C hris tie , Jam es  Fox, Jean  M etca lfe , H arry  H. C orbe tt, W ilfrid  B ram be ll, Honor B lackm an , 
P a trick  M acNee and Sean  C onnery )
Am ids t th is  s te lla r com pany M a rgare t R utherford  g ives  w ha t is som e tim es re fe rred  to  as her 
'G rande  D am e ' speech  w hen  accep tin g  her award fo r F ilm  A c tre ss  o f 1963, fo r M u rd e r  a t  th e  
G a llo p  and T h e  V .I .P .s . S he  a lte rna te ly  charm s her audience  w ith  he r w a rm th  and s in ce rity  
and am uses them  by re fe rring  to  H aro ld  W ilson, who is p resen ting  the aw ards, as 'M y  R igh t 
Honourable  F riend ' and decla ring  'dea r me, I've  never fe lt so  exc ite d  s in ce  m y w edding day '. 
[BBC ]
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(a lterna tive  title : M rs M cG in ty 's  Dead)
(M .R ., Ron M oody, C ha rles  T ingw eli, A ndrew  C ru ikshank , M egs Jenkin s, Ralph M ichael, 
Jam es Bo lam , S tringe r D avis , F rancesca  A nnis , D ennis  P rice , Te rry  S co tt)
M urder M ys te ry . M iss  M arple (R u therfo rd ) is the  on ly  m em ber o f a ju ry  not to  find M rs  
M cG in ty ’s lodger gu ilty  o f her m urder. C lues point to  a loca l repe rto ry  com pany w h ich  M iss  
M arp le jo in s  posing as an a c tre ss  and where  she even tua lly  unm asks  the real k ille r. 
S creenp lay by D avid  P ursa ll and Ja ck  Seddon adap ted  from  Aga tha  C h ris tie 's  P o iro t nove l 
'M rs  M c G in ty 's  D e a d .
Once again the  sc rip tw rite rs  tu rn  a P o iro t novel in to  a veh ic le  fo r M iss M arp le, but one senses  
tha t the  film  is  rid ing on the  su ccess fu l w ave  o f its  p redecesso rs . The m a jo rity  o f c ritic a l 
opinion re fle c ts  th is  concern . V a r ie ty  be lieves tha t 'M arga re t R u therfo rd  has an aud ience  all 
her own tha t g ives cons ide rab le  assu rance  o f su cce ss '; T h e  M o n th ly  F ilm  B u lle t in  com m en ts : 
'M argare t R u therfo rd  bus tles and pou ts her w ay p leasan tly  th rough another M iss M arp le  
m urder s to ry , th is  tim e  one unw orthy o f he r ta le n ts '; th is  finds an echo  in T h e  H o lly w o o d  
R e p o r te r  w ho  th in ks  the  film  'w ill sa tis fy  the  hunger [o f fans] until a  rea lly  good veh ic le  fo r M is s  
R u therfo rd  can be found '; K in e  W e e k ly  conside rs  her 'na tu ra lly  en te rta in ing '", Fe lix  B a rke r in 
T h e  E v e n in g  N e w s  d esc ribes  he r as 'a  ga lleon under fu ll sa il', w h ile  fo r D avid  R ob inson o f T h e  
F in a n c ia l T im e s  she  is 'irre s is tib ly  funny...she  d isa rm s  c ritic ism  en tire ly ', and T h e  M o t io n  
P ic tu re  H e ra ld  concludes tha t 'w ith  he r b lithe pe rsona lity  and ju tting  ch in, the charm ing  M is s  
R u therfo rd  pu rsues and tra p s  a trip le -m u rde re r w ith  such  ca lcu la ted  ease  tha t she  m ay ju s t 
as well be tip -toe ing  th rough  a fie ld  o f tu lip s '. [60] [V ID -O A ]
M u rd e r  A h o y !  (G eorge  P o llock, 1964) [M iss  Jane  M arp le ]
(M .R ., L ionel Je ffrie s , C ha rles  T ingwe li, W illiam  M ervyn , Joan  Benham , S tringe r D av is , 
N icho las P arsons , M iles M a lleson, D e rek N im m o, F ranc is  M atthew s)
M urder M ys te ry . M iss  M arple (R utherfo rd ) so lves  the  m urders on board a nava l cade t tra in ing  
sh ip. O rig ina l s to ry  by sc reenw rite rs  D avid  P ursa ll and Ja ck  Seddon based  on the cha ra c te r 
created  by A ga tha  C h ris tie .
M u r d e r  M o s t  F o u l (G eo rge  P o llo ck , 1964) [M is s  Jane  M a rp le ]
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The las t and least o f the  M iss  M arp le se ries, the film 's  m ain d ifficu lty  lie s in an excess  o f ta lk  
w ith  a co rrespond ing  la ck  o f action , and it becom es all too ev iden t tha t R u therfo rd  ca rrie s  the 
na rra tive  a lm ost s ing le -handed . V a r ie ty  fea rs 'o ve r-e xposure ' but, as w ith  M u rd e r  M o s t  F o u l, 
th in ks  the  'R u therfo rd  nam e and se ries itse lf [have ] developed fans '; K in e  W e e k ly  th in ks  'the 
film  really  be longs to  M argare t Ru therfo rd , w hose ta len ts  as M iss M arp le  range...from  acu te  
de tection to  a duel w ith  sab re s ' (one o f the p rincipa l scenes  to  be exp lo ited  by the  s tud io  
pub lic ity ); T h e  H o lly w o o d  R e p o r te r  concurs, conclud ing  tha t 'the burden is  a lm ost all on M iss  
Rutherford , and she does m ore  than any o ther p laye r could do to  m ake  the  p ictu re  seem  
m ore than it is '. [61 ] [V ID -O A ]
T h e  S ta te ly  G h o s ts  o f  E n g la n d  {NBCTV , F rank de Felitta, 1964) [co -p re sen te r]
(co -p re sen te rs  Tom  C o rbe tt and S tringe r D avis)
T h is  docum enta ry fo r Am e rica n  te le v is ion  is based on the expe riences  o f c la irvoyan t Tom  
C orbett. Loca tions inc lude  Longleat, S a lisbu ry  and Beaulieu.
R u therfo rd  c lashed  w ith  the  d irec to r, who w as ev iden tly  a  fan o f her sc reen  persona , w hen  he 
asked  her to  'cam p  it up', p re fe rring  to  p lay it s tra ight. V a r ie ty 's  rev iew  re g is te rs  
d isappo in tm en t tha t 'no po lte rge is ts  nor ectop lasm  m ade it on th is  NBC  N ew s specia l and not 
m uch  e lse  in the  w ay o f en te rta inm ent m a te ria lised  e ither. E ven M arga re t R u the rfo rd 's  
com pany proved a  lim ited  p leasure  fo r the  hour-long to u r...M iss  R u therfo rd  is  a t her charm ing  
best, as her screen  w hodun it lo ya lis ts  can a ffirm , when she 's  hamm ing it th rough  a  jape  of 
one so rt o r ano ther; but [he re ] she w as se rious ly  hemm ed in by s tagey  p roduction  and  a 
genera lly  coy sc rip t'. [62 ] It is  poss ib le , though un like ly , tha t th is  b roadcast su rv ive s .
L a te  N ig h t  L in e -U p  (BBCTV , 12/2/66) [in te rv iew  (+ S tringer D avis) w ith  M ichae l Dean]
In a  p re -recorded in te rv iew  fo r the  late evening  a rts  p rogramm e M ichae l Dean d is cu sse s  
R u therfo rd 's  reading o f B ea trix  P o tte r fo r J a c k a n o r y  (see  below ), her d is like  o f te le v is io n  (a s  a 
pe rfo rm er), 'the m yth ' o f he r e ccen tric ity , her popu la rity  in Am erica , he r m arriage  to  an ac to r, 
he r in te rest in the young , and her poe try  reading. She concludes w ith  a cha ra c te rfu l a ccoun t of 
Edward Lea r's  T h e  O w l a n d  th e  P u s s y c a t.  [BBC ]
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J a c k a n o r y  (BBCTV , Feb. 1966) [w eek reading B ea trix  P o tte r s to ries ]
M entioned  on the  L a te  N ig h t  L in e -U p  p rog ramm e (above), these  readings un fo rtuna te ly  do not 
su rv iv e  in the  BBC  a rch ives.
T h e  A lp h a b e t M u rd e rs  (F rank Tash lin , 1966) [M iss  Jane M arp le ]
(a lte rna tive  title : The ABC  M u rders)
(Tony Randall, A n ita  Ekberg , R obert M orley, M aurice  Denham , G uy  Rolfe, S he ila  A llen, 
Jam es  V illie rs , M .R . - unbilled)
C om edy M ys te ry . F lercule P o iro t (Tony Randall) tra c k s  down a  k ille r who is d ispos ing  o f 
v ic tim s  in a lphabe tica l o rde r o f th e ir su rnam es.
The M iss  M arple se ries  having  folded, MGM  turn the ir a tten tion  to  Po iro t, w ith  d isa s tro u s  
re su lts . The jo ke s  fa ll fla t, the m ys te ry  is too  e laborate, the  na rra tive  d rea ry, and Randall 
hope less ly  m is cas t. R utherfo rd  and S tringer D avis  con tribu te  a  deligh tfu l unbilled cam eo, 
accom pan ied  by Ron G oodw in 's  m em orab le M iss  M arple them e, la sting  all o f 25 seconds. 
M eeting  P o iro t on the s teps  o f the  police s ta tion  M iss  M arp le  decla res : 'The so lu tion  is  ABC  
fo r anyone w ith  ha lf a  brain  ce ll!', s ta res a t him  uncom prehend ing ly , sw eeps past, and is  gone. 
A s  the R a d io  T im e s  G u id e  to  F ilm s  obse rves : 'R uthe rfo rd  m akes  a gues t appearance, but 
even  tha t fa ils  to  en liven  the  p roceed ings ', a lthough its e ffe c t is on ly  to  recall past g lo rie s and 
m ake  one w ish  she had been g ranted a  longer scene in a  be tte r film . [63] [V ID -USA ]
C h im e s  a t  M id n ig h t  (O rson  W e lles, 1966) [M is tre ss  Q u ic k ly ]
(a lte rna tive  title s : C am panades a M ed ianoche /Fa ls ta ff/C hron ic les)
(O rson  W e lles, Jeanne M oreau, M .R ., John  G ielgud, A lan W ebb, N orm an Rodway, Ke ith  
B axte r)
H is to rica l C om edy D ram a. O nce  he becom es K ing H enry V , P rin ce  Hal (Ke ith  B axte r) 
re je c ts  h is o ld friend  F a ls ta ff (O rson  W e lles). S creenp lay by O rson  W elles adapted from  
S hakespea re 's  R ic h a r d  II, H e n r y  IV , pa rts  1 & 2, H e n ry  V  and T h e  M e r r y  W iv e s  o f  W in d s o r . 
The s to ry  o f F a ls ta ff's  rise  and fa ll rece ived  m ixed  rev iew s when it appeared but its  reputa tion 
has g row n stead ily  s ince  and is  now  conside red  one o f W e lle s ' best film s , both as a c to r and
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d irecto r, and is s till m uch d iscussed . V a r ie ty  sum s up con tem pora ry am b iva lence  tow a rds  the  
film , calling it 'uneven ', a lthough 'it is the  p lay ing  tha t coun ts. Th is  is fa ir ly  consis ten t', but the  
re v iew e r a lso  finds  it 'irrita tin g , ye t sum ptuous, too  personal, ye t know ing '. [64] M a rgare t 
R u the rfo rd 's  scenes  w ere film ed  (on loca tion  in Spain) in D ecem ber 1964 although the film  
w as not seen  un til the  1966 C annes Festiva l and did not have a genera l re lease  until 1967. 
S om e th ink R u therfo rd  m isca s t as M is tre ss  Q u ic k ly , o the rs w onder w hy  she  had w asted  so  
m uch  o f he r ca ree r in m ediocre  film s. P a rticu la rly  adm ired is  he r re flec tive  so rrow  a t F a ls ta ff's  
b ie r - 'h e 's  in A rth u r's  bosom  [h is  body] co ld  as any s tone '; T h e  M o n th ly  F ilm  B u lle t in  
a ccoun ts  her na rra tion  'supe rb ' w h ile  A lexande r W a lke r th in ks  she reports  F a ls ta ff's  death 
'm o re  touch ing ly  than  any cam era  could record  it'; R oger M anvell concludes tha t it is  o ve ra ll 'a  
beau tifu lly  hum an, vu lne rab le , and happy pe rfo rm ance '. [65] [V ID -O A ]
A  C o u n te s s  F ro m  H o n g  K o n g  (C ha rles  C haplin , 1967) [M iss  G au isw a llow ]
(M arlon  B rando, S oph ia  Loren, S ydney Chaplin , T ippi Hedren, P a tric k  C arg ill, M ichael
M edw in , O live r Johnston , John  Paul, Ange la  S cou la r, M .R .)
f  s
Rom antic  C om edy. R ussian  em ig re p rin cess  N a tasch ia  (Sophia Loren) from  Hong Kong 
s tow s  aw ay in the  cabin o f rich  Am erican  d ip lom at Ogden (M arlon  B rando). C om p lica tio ns  
ensue  when O gden ’s w ife  M artha  (Tippi Hedren) boards the sh ip  at Hawaii.
O ld -fash ioned , dull, m ind less, sopo rific , d isappo in ting  and, w o rs t o f all, unfunny, are on ly  a  few  
o f the  critica l b roads ides a im ed a t C hap lin 's  la s t film . From  the  w obb ly  tra ck in g  sho t a t the 
opening to  its  d rab  deco r and the  la ck  o f ch em is try  between the  leading p laye rs, the  film  fu lly  
m e rits  its  poor reputa tion. A lthough  p roduced  in co lou r the e ffe c t is cu rio us ly  m onoch rom a tic , 
and desp ite  the  ha rd w ork o f a  m isca s t B rando  and Loren they on ly  succeed  in genera ting  the 
thea trica l sense  o f a  s tage  fa rce  ra the r than anyth ing  rem ote ly  c inem atic . Th is  pa rtly  exp la ins 
the  a lm ost un ive rsa l g ra titude  fo r M argare t R u the rfo rd 's  cam eo as an o ld  lady con fined  to  her 
bed. N icho las K os tis , a  film  le c tu re r a t B oston  U n ive rs ity , com m en ts: 'It w as w o rth  s itting  
th rough  the shee r boredom  o f A  C o u n te s s  F ro m  H o n g  K o n g  fo r 2 hours ju s t to  see M a rgare t 
R u therfo rd '; D avid  Sh ipm an agrees, ca lling  he r appearance  'the  sole b righ t spo t' o f the  film ; 
A lexande r W a lke r th in ks  she 'heaves and hu ffs  like  a m ountain in labour as a bedridden
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beldam  m ade queasy by a g ift o f choco la tes ', wh ile  T h e  H o lly w o o d  R e p o r te r  d esc ribes her 
cam eo as 'the funn iest scene  in the  p icture. M iss  R u therfo rd  does w ha t she does best, 
p lay ing a do tty  o ld dame, and she is to ta lly  w onderfu l'. [66] [V ID -U SA ]
T h e  W a c k y  W o r ld  o f  M o th e r  G o o s e  (Ju les  B ass, 1967) [M o the r G oose  - vo ice /likeness ] 
A n im ated  D ram a fo r children. W hen M other G oose  (vo ice /like ness  o f R u therfo rd ) has to  fly  o ff 
to  v is it he r s is te r on the o the r side  o f the  moon, te rrib le  th ings  s ta rt to  happen in the  land o f O ld  
K ing Cole. U n less  the people can get M o ther G oose  to  re tu rn  in tim e  th ey  a re destined  to  be 
ru led by the  ev il c rooked  man.
In th is  cha ra c te ris tic  ta le  o f good ve rsus  ev il, it is  not d ifficu lt to  im ag ine  w hat a ttra c ted  
R u therfo rd  to  M other G oose  as the  upho lder o f good and the  beare r o f m ora l au tho rity  
fo r a  w orld w here nu rse ry  rhym e cha racte rs  sing  songs and p lay gam es. The film  appeared 
on v ideo  in the  1980s but is  little  seen  now . I can  tra ce  no rev iew s . [V ID -U K ]
A ra b e lla  (M auro Bolognini, 1967) [P rin cess  lla ria ]
(a lte rna tive  title : R agazza  del C harle ston )
(V im a U si, Jam es  Fox, M .R ., Te rry -T hom as)
C om edy. In the  1920s fem a le  con fidence  tric k s te r A rabe lla  (V im a L is i) ra ise s  m oney to  pay 
fo r her g randm other P rin ce ss  lla ria 's  (R u therfo rd) back ta xes .
R u the rfo rd 's  fina l film  opened in Ita ly  in N ovem ber 1967 a lthough it seem s no t to  have  
reached the  U .S .A . until S ep tem ber 1969 o r to  have  fo rm a lly  p rem ie red  in the  U .K . a t a ll! In 
ano ther in te rna tiona l cast, she  p lays w hat she he rse lf d e sc ribes , ra the r res igned ly , as 'm y  
usual ta c itu rn  old p rin cess  pa rt'. [67 ] V iew s o f the  film  and R u the rfo rd 's  pa rtic ipa tion  in it d iffe r 
w ide ly . V a r ie ty  finds it on ly  'm ild ly  am using  [and ]...o ve rly -bu rdened  w ith  a sc rip t no t su ffic ie n tly  
deve loped  and a ttem pting com edy tha t frequen tly  does no t je ll', a lthough R u therfo rd  is  'cu te  as 
the  c iga r-sm ok ing  p rincess  not qu ite  w ith  it'; J e rry  V e rm ilye  cons ide rs  A ra b e lla  's ty lis h  but 
em p ty ', noting 'sad  ev idence o f R u therfo rd 's  a li-too  obvious  dec lin e ...he r lines a re de live red  
w ith  such  so lem n ity , and w ith  none o f the oid R u therfo rd  g inger'; T h e  H o lly w o o d  R e p o r te r  
concu rs , th ink ing  her lines 's low , m ethod ical, m onoton ic , s im p ly  fitting  the  w ords in, w ithou t
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in flection, em phas is  o r des ired  e ffe ct'; however, a  m ore recen t a sse ssm en t be lieves the film  
to be 'b iza rre  and often  ve ry  funny ' and Ru therfo rd  'a  c iga r-chom p ing  jo y '. [68] A s it has not 
been seen on te rre s tria l te lev is ion  for ove r 20 yea rs, nor has it eve r appeared on video, final 
judgm ent rem a ins d ifficu lt on R u therfo rd 's  c inem atic  swan song.
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unappealing as M idd le  W es t'. Helen F le tche r in T im e  a n d  T id e , 15/3/47; W illiam  W h iteba it in 
T h e  N e w  S ta te s m a n , 15/3/47. (BFI P ress C u ttings)
20. T h e  O b s e rv e r , 9 /3 /47. (BFI P ress C uttings)
21. Ken A nnakin  in in te rv iew  w ith B rian  M cFarlane  in M cFarlane, B . (ed.) (1992) S ix ty
V o ic e s , BFI, p. 6.
22. T h e  M o n th ly  F ilm  B u lle t in , 15/172, Apr. 1948, p. 47.
23. T h e  T im e s , 2 /5 /49; C aro line  Lejeune in T h e  O b s e rv e r ,  1 /5/49. (BFI P re ss  C u ttings)
24. Robyns, G . and R utherfo rd , M . (1972), pp. 88, 90.
25. F rank Launder quoted in Ibid, p. 90.
26. BFI P ressbook; R obyns, G . and Rutherford, M. (1972), p. 87.
R u the rfo rd , M . (1972 ), p. 83 .
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D av is  had played h is  firs t cam eo in h is  w ife 's  fiim s  as a m useum  a ttendan t in M ira n d a .
36. V irg in ia  G raham  in T h e  S p e c ta to r , 25/12/53. (BFI P ress C u ttings)
37. Both T h e  T im e s , 15/2/54 and P ete r W iisn ire  in T h e  S u n d a y  C h ro n ic le , 14/2/54 find 
Ru therfo rd  'subdued '; Reg W h itle y in T h e  D a ily  M ir ro r , 12/2/54 (BFI P ress  C u ttings); K in e  
W e e k ly , 4 43 /2432 ,4 /2 /54 , p. 22.
38. See G uest, V. (2001) S o  Y o u  W a n t T o  B e  In  P ic tu re s ,  R eyno lds and Fleam  Ltd., p. 127. 
Ta lk ing  to  Gwen R obyns , R u therfo rd  comm ents: 'True to  form  I, o f cou rse , p layed  the com ic  
sp ins te r...F rank ie  w as  young  and nervous, bu t I thought he gave  a ve ry  good accoun t o f 
h im se lf. R obyns, G . and R u therfo rd , M . (1972), p. 98. Fo r h is  pa rt F lowerd inv ited  her on to  
h is  te le v is ion  show  as  guest s ta r in 1958. They rem ained friends  until R u the rfo rd 's  final illn e ss  
when he v is ited  he r in hosp ita l.
39. I am  pa raphras ing  com m en ts  by G av in  Lam bert in S tephen F rea rs ' te le v is ion  
docum en ta ry  T y p ic a l ly  B r it is h ,  b roadcast by the  BBC  in 1995. Fie sa ys : 'And sudden ly , by 
about the  m id-50s, the  who le  B ritish  film  indus try  seem ed e x trem e ly  d isappointing. You 
w ondered  what w as le ft - if the re  w as any p lace to  go. The on ly  p lace th a t people seem ed to  
th in k they could go  w as back  to  W orld  W ar Two '. Lam bert a rticu la tes  a  pe rfe c tly  va lid  critique  
o f B ritish  c inem a a fte r the  su cce sse s  o f the 1940s and before the  com ing  o f the  B ritish  new  
w ave . F lowever, m ore recen tly , c ritic s  have begun to  adopt a  m ore app rec ia tive , 
re v is io n is t a ttitude  tow a rd s  the  1950s. Indeed, Ian M acK illop  and Neil S in ya rd 's  accoun t o f the 
pe riod  is  sub titled  ’a  ce leb ra tion '. The au thors believe  tha t 'B ritish  c inem a w as connecting  w ith  
its  hom e audience  m ore  su cce ss fu lly  than at any tim e  in its  h is to ry ' and the  legacy o f the film s  
'is  being fe lt to  th is  day '. They a lso  answ er Lam bert's  charge tha t 1950s w a r film s  w ere  a 
re trea t in to  nos ta lg ia  by noting the  p resence  in them  o f 'a  p roud bu t re stra ined  E ng lishness 
tha t m ade a  w e lcom e  con tra s t to  Am erican  b rashness '. See M acK illop ,!. and S inya rd ,N . 
(eds .) (2003) B r it is h  C in e m a  o f  th e  1 9 5 0 s : a  c e le b ra tio n , M anches te r U n ive rs ity  P ress, pp. 1-
10. S im ila rly , Sue F larpe r and V incen t Porte r have  drawn a tten tion  to  the  'com p le x ity ' o f 1950s 
B ritish  c inem a and regard it not as 'an in te rregnum  or a  s ty lis tic  h iccup ' but as 'the last 
flowering  o f an au then tic  B ritish  trad ition '. See Harper,S . and P orte r,V . (2003) B r it is h  C in e m a  
o f  th e  1 9 5 0 s : th e  d e c lin e  o f  d e fe re n c e , O xfo rd  U n ive rs ity  P ress, pp. 1-4, 265-273.
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40 . Kenneth Hom e w as m ore  fam ous as a rad io  com ed ian from  M u c h  B in d in g  in  th e  M a rs h  
and went on to  g rea te r su cce ss  in B e y o n d  O u r  K e n  and R o u n d  th e  H o m e .
41. T h e  M o n th ly  F ilm  B u lle t in , 21/251, D ec. 1954, p. 176; T. S iaven  in T h e  D a ily  W o rk e r , 
13/11/54 (BFI P re ss  C u ttings); Keown, E. (1955), p. 65.
42. Robyns, G . and R u therfo rd , M . (1972), p. 111.
43. Ibid, pp. 111 -113; the  au tho rs quo te  a rev iew  in T h e  W o lv e rh a m p to n  E x p r e s s  a n d  S ta r .
44. T h e  M o n th ly  F ilm  B u lle t in , 24/280, M ay 1957, p. 56. B ill T rave rs  te lls  B rian  M cFarlane : 
'M a rga re t R u therfo rd  w as qu ite  w onderfu l to  a c t w ith  - 1 mean, you  d idn 't know  when she w as 
acting  o r no t’. M cFarlane , B . (ed.) (1992), p. 222.
45. C aro line  Lejeune in T h e  O b s e rv e r ,  8 /12/57. (BFI P ress C u ttings)
46. T h e  T im e s , 5 /12/57; P h ilip  O akes  in T h e  E v e n in g  S ta n d a rd , 5/12/57; A n thony  B a irs tow  in 
T h e  D a ily  H e ra ld , 6 /12/57 ; N ina  H ibb in in The D a ily  W orker, 7/12/57. (BFI P ress  C u ttings)
47. T h e  M o n th ly  F ilm  B u lle tin , 26/309, O ct. 1959, p. 133.
48. T h e  M o n th ly  F ilm  B u lle tin , 28/331, Aug. 1961, p. 115; F ilm s  a n d  F ilm in g , 7 /12, Sep. 1961, 
p. 30. R u therfo rd  en joyed  w o rk  on the  film , te lling  Gwen R obyns tha t he r ro le w as  a  S co ts  
nob lewoman - tire som e  o f cou rse '. She liked Kaye, who she describes  as 'a  p leasan t and 
e ffic ie n t pe rson ...to  w o rk  w ith ', and w as im pressed  by 'the extrem e p ro fe ss io na lism ' o f 
H o llyw ood  and a crew  w ho appeared 'to  comm un ica te  by te lepa thy '. She w as  a lso  de ligh ted 
to  m eet C la rk G able on ly  m on ths before h is death, and sam ple  co lou r te le v is io n  fo r the  firs t 
tim e . Robyns, G . and R u therfo rd , M . (1972), pp. 164-173.
49. M argaret H inxm an in T h e  D a ily  T e le g ra p h , 29/9/61 ; Leonard M os ley  in T h e  D a ily
E x p re s s ,  29/9/61; D e rek P row se  in T h e  S u n d a y  T im e s , 1/10/61. (BFI P ress  C u ttings)
50. V a r ie ty , 17/1/62 and 18/10/61; T h e  M o n th ly  F ilm  B u lle t in , 28/332, Sep. 1961, p. 131; K in e  
W e e k ly , 531 /2811 ,17 /8 /61 , p. 24.
51. A lexander W a lke r's  rev iew  is  undated and uncred ited  in the BFI P ress  C u ttings file .
52. V a r ie ty , 17/4/63; M on ica  Furlong in T h e  D a ily  M a il, 3 /4/63; L.M . G ander in T h e  D a ily
T e le g ra p h , 3 /4/63. (BFI P ress  C u ttings)
53. See Langley S im m ons, D. (1983) M a rg a r e t  R u th e r fo rd  - A  B lith e  S p ir it, A rthu r B a rke r L td ., 
pp. 160-161, who be lieves tha t 'the c ritic s  w anted th e ir M argare t Rutherford  in com edy, no t in
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a se rious  p lay '. The au tho r inc ludes a  sam ple  o f th ree  le tte rs  to  R a d io  T im e s  p ra is ing  the 
p roduction. D ick  F iddy desc ribes  the  p lay as 'a  bona fide ra rity ' in the N F T  P ro g ra m m e , O c t. 
2000, p. 25.
54. V a r ie ty , 15/5/63; K in e  W e e k ly , 552/2900, 2/5/63, p. 11; A lexander W a lke r in T h e  E v e n in g  
S ta n d a rd , 2 /5/63; M a rgare t H inxm an in T h e  D a ily  H e ra ld , 4 /5 /63  (BFI P re ss  C u ttings); T h e  
M o tio n  P ic tu r e  H e ra ld , 2 30 /1 ,1 2 /6 /6 3 , p. 834; T h e  H o lly w o o d  R e p o r te r , 176/3, 2 /7 /63, p. 3. A t 
the  tim e  D avid  K osso ff (K ok in tz) w ro te  R u therfo rd  a long le tte r in p ra ise  o f he r acting  w h ich  
begins: 'You are a unique perfo rm er. Th is  ha lf luna tic  techn ique  w h ich  yo u  have  m ade en tire ly  
yo u r own is the  p roduc t o f art. You a lw ays  know  p rec ise ly  w hat yo u  a re doing '; d ire cto r 
R ichard  Les te r a lso  comm ended  her 'in vo lvem en t and devo tion  to  know ledge '. R obyns, G . 
and R u therfo rd , M . (1972), pp. 186-187. Leste r would go on to  d irec t The  B ea tles in A  H a rd  
D a y 's  N ig h t  (1964) and H e lp  (1965). The c ircum stances  surround ing the  shoo ting  o f T h e  
M o u s e  o n  th e  M o o n  and R u therfo rd 's  con tribu tion  to  the  p roceed ings shou ld  a lso  be noted. 
Due to  her high b lood p ressu re  a t the  tim e  - la rge ly  thanks  to  a d o c to r w ho  conside red  she 
w as too  o ld to  be w ork ing  so  hard - she w as  found to  be uninsurable. The  d ire c to r w as  fu rthe r 
re s tric te d  by h is s ta r’s ava ila b ility  - tw o  days. H owever, as Neil S inya rd  has w ritten : 'L e s te r's  
so lu tion  w as to  shoo t a ll her lines in c lose -up , he and the  p roducer pu tting  up  th e ir sa la ry  to  
co ve r the  insu rance  fo r those  tw o  days ' shoo ting ...thus a bem used R u the rfo rd  w as sa t down 
on a  cha ir and asked  to  speak he r lines, firs t to  one side, then to  th e  o the r, w h ils t d iffe ren t 
backg rounds  w ere  wheeled behind her'; S inya rd  cons ide rs  tha t 'th is  separa tion  o f the 
pe rfo rm ance  from  its  con tex t does not ja r, because  the  Q ueen he rse lf seem s in a  d iffe ren t 
w orld  from  her sub je c ts  anyw ay, he r iso la tion  fu rthe r increased  by the  w ooz iness  caused  by 
he r frequent im bib ing o f the local w ine '; he concludes tha t 'w ha tever the  tria ls  o f shooting, it is 
a n ice ly  conce ived  and execu ted  com ic  cam eo '. See S inyard ,N . (1985) T h e  F ilm s  o f  R ic h a r d  
L e s te r , C room  Helm , pp. 12-13 fo r a  fu lle r accoun t.
55. M entioned in Langley S im m ons, D. (1983), p. 144.
56. R obyns, G . and Rutherford , M . (1972), p. 187.
57. V a r ie ty , 8 /5 /63; T h e  M o n th ly  F ilm  B u lle t in , 30/353, Jun . 1963, p. 87; Leonard M os le y  in 
T h e  D a ily  E x p r e s s ,  8 /5/63; Penelope G illia t in T h e  O b s e rv e r ,  12/5/63; T im e , 5 /7 /63  (BFI P re ss
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Cu ttings); T h e  H o lly w o o d  R e p o r te r , 176/6, 8/7/63, p. 3; T h e  M o tio n  P ic tu r e  H e ra ld , 230/4, 
24/7/63, p. 859.
58. R obvns, G . and R u therfo rd , M . (1972), p. 192.
59. V a r ie ty , 14/8/63; T h e  T im e s ' comm ents are quoted in M inney, R .J. (1973) P u ff in  A s q u ith ,  
Leslie  F rew in, p. 204; R aym ond  D urgna t in F ilm s  a n d  F ilm in g , 10/1, O ct. 1963, p. 21; D e rek 
P rowse  in T h e  S u n d a y  T im e s , 8 /9/63; E ric  S horte r in T h e  D a ily  T e le g ra p h , 6 /9/63. (BFI P re ss  
C u ttings)
60. V a r ie ty , 19/8/64; T h e  M o n th ly  H im  B u lle t in , 31/370, Nov. 1964, p. 165; T h e  H o lly w o o d  
R e p o r te r , 181/44, 19/8/64, p. 3; K in e  W e e k ly , 569 /2976, 15/10/64, p. 9; Fe lix  B a rke r in  T h e  
E v e n in g  N e w s , 22/10/64; D avid  R obinson in T h e  F in a n c ia l T im e s , 23/10/64  (BFI P re ss  
C u ttings); T h e  M o t io n  P ic tu r e  H e ra ld , 2 32 /5 ,2 /9 /64 , p. 123.
61. V a r ie ty , 30/9/64; K in e  W e e k ly , 579/3023, 9/9 /65, p. 11; T h e  H o lly w o o d  R e p o r te r , 182/14, 
17/9/64, p. 3.
62. V a r ie ty , 27/1/65.
63. Fane-Saunders, K. (ed.) (2000) T h e  R a d io  T im e s  G u id e  T o  F ilm s ,  BBC  W orldw ide  Ltd., 
p. 45.
64. V a r ie ty , 18/5/66.
65. T h e  M o n th ly  F ilm  B u lle tin , 34/400, M ay 1967, p. 70; A lexander W a lke r in T h e  E v e n in g  
S ta n d a rd , 23/3/67. (BFI P re ss  C u ttings) M anvell, R. (1979) T h e a te r  a n d  F ilm :  a  c o m p a r a t iv e  
s tu d y  o f  th e  tw o  fo rm s  o f  d r a m a t ic  a r t, a n d  o f  th e  p r o b le m s  o f  a d a p ta t io n  o f  s ta g e  p la y s  in to  
f ilm s , A ssocia ted  U n ive rs ity  P resses, p. 198. R u therfo rd  ev iden tly  enjoyed her tim e  w ith  
W e lles as revea led in a  pub lic ity  sho t o f them  k iss in g  on the  lips (!) and a com m en t to  K e ith  
B ax te r tha t 'w o rk ing  w ith  h im  is  like  w alking  where th e re 's  a lw ays  sunsh ine '. B axte r, K . (1998) 
M y  S e n t im e n ts  E x a c t ly ,  O beron B ooks, p. 93.
66. N icho las K os tis  in Langley S im m ons, D. (1983), p. 147; Shipm an, D . (1980) T h e  G re a t  
M o v ie  S ta r s :  T h e  In te rn a t io n a l Y e a rs , Angus and R obertson , p. 522; A lexander W a lke r in T h e  
E v e n in g  S ta n d a rd , 5 /1 /67  (BFI P ress C u ttings); T h e  H o lly w o o d  R e p o r te r , 195/3, 20 /3/67 , p . 3. 
R u therfo rd  ca lls  A  C o u n te s s  F ro m  H o n g  K o n g  'one  o f those  love ly  dream  film s  fo r m e. I 
en joyed  e ve ry  m om ent o f it. The th ing I rem em ber m os t about C hap lin 's  d ire ction  w as h is
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in fin ite  eye  fo r de ta il...it w as  sad tha t the  film  did not ge t be tter no tices bu t then film  c ritic s  can  
som etim es be ve ry  tire som e  gen tlem en ’. (!) R obyns, G . and R u therfo rd , M . (1972), pp. 197, 
198. P erhaps R utherford  wou ld  have  been heartened by Andrew  S am s 's  reaction to  the film . 
W riting  in T h e  V illa g e  V o ic e  (23/3/67) he conside rs tha t it ’generates a  su rp ris ing  am oun t o f 
charm  and w it’ and rep resen ts  ’the  qu in tessence  o f eve ryth ing  Chap lin  has e ve r fe lt’, 
conclud ing  tha t the  d ire c to r's  gen ius 'res ides  in tha t se cre t passagew ay  from  the phys ica l to  
the em otiona l through  w h ich  bod ies and faces are transfo rm ed  by g race  and e xp re ss iveness  
into un ive rsa l m etaphors '. S a rris ,A . (1971) C o n fe s s io n s  o f  a  C u lt is t , S im on  and S chuste r, pp. 
292-6.
67. Ibid, p. 208. W hen she  re turned to  Ita ly  to  com p le te  the  dubbing R u therfo rd  b roke her hip, 
but m anaged to  fin ish  w o rk  on the  film  w h ils t recuperating a t a nu rs ing  hom e in the U .K ..
68. V a r ie ty , 3 /9/69; V e rm ilye , J. (1990) 'M argare t R u therfo rd ', F ilm s  in  R e v ie w , 41/10, O ct. 
1990, p. 462; T h e  H o lly w o o d  R e p o r te r , 2 07 /31 ,4 /9 /69 , p. 3; Fane-Saunders, K. (ed.) (2000),
p. 72.
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Joint Chronological Filmography
M arga re t R u therfo rd  A la s ta ir S im
1935
R iv e r s id e  M u rd e r  
A  F ir e  H a s  B e e n  A r r a n g e d
T h e  P r iv a te  S e c r e ta r y  
L a te  E x tr a
1936
D u s ty  E rm in e
T a lk  o f  th e  D e v il
.... T ro u b le d  W a te rs . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
W e d d in g  G ro u p
T h e  B ig  N o is e
K e e p  Y o u r  S e a ts  P le a s e
T h e  M y s te r io u s  M r  D a v is
T h e  M a n  in  th e  M ir r o r
1937
B e a u ty  a n d  th e  B a r g e S tra n g e  E x p e r im e n t
B ig  F e lla C lo th e s  a n d  th e  W o m a n
C a tc h  a s  C a tc h  C a n G a n g w a y
M is s in g  B e lie v e d  M a r r ie d T h e  S q u e a k e r
A  R o m a n c e  in  F la n d e rs
M e lo d y  a n d  R o m a n c e
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1938
S a il in g  A lo n g  
T h e  T e r ro r  
A l f s  B u tto n  A f lo a t  
T h is  M a n  is  N e w s
1939
C lim b in g  H ig h  
In s p e c to r  H o m le ig h  
T h is  M a n  in  P a r is  
In s p e c to r  H o m le ig h  o n  H o lid a y
1940
Q u ie t  W e d d in g L a w  a n d  D is o r d e r
N e ro
1941
S p r in g  M e e t in g H e r  F a th e r 's  D a u g h te r
In s p e c to r  H o m le ig h  G o e s  T o  I t
C o tta g e  T o  L e t
1942
L e t  th e  P e o p le  S in g
1943
Y e llo w  C a n a ry
T h e  D e m i-P a ra d is e
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E n g lis h  W ith o u t T e a rs
1944
W a te r lo o  R o a d
1945
B lith e  S p ir it
1946
M e e t  M e  a t  D a w n G re e n  F o r  D a n g e r
1947
W h ile  th e  S u n  S h in e s H u e  a n d  C r y
C a p ta in  B o y c o t t
1948
M ira n d a L o n d o n  B e lo n g s  T o  M e
1949
P a s s p o r t  to  P im lic o
1950
....T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
H e r  F a v o u r ite  H u s b a n d S ta g e  F r ig h t
M is s  H a rg re a v e s  (T V ) M r  G ill ie  (T V )
1951
T h e  M a g ic  B o x L a u g h te r  in  P a r a d is e
L a d y  G o d iv a  R id e s  A g a in
S c ro o g e
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C u r ta in  U p  F o lly  T o  B e  W is e
C a s t le  in  th e  A ir
T h e  Im p o r ta n c e  o f  B e in g  E a rn e s t  
M is s  R o b in  H o o d
1952
1953
T ro u b le  in  S to re
.... In n o c e n ts  in  P a r is . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
1954
T h e  R u n a w a y  B u s A n  In s p e c to r  C a lls
M a d  A b o u t  M e n T h e  B e lle s  o f  S t. T r in ia n 's
A u n t  C la ra
1955
A n  A llig a to r  N a m e d  D a is y E s c a p a d e
G e o rd ie
1956
T im e  R e m e m b e re d  (T V ) T h e  G re e n  M a n
1957
T h e  S m a lle s t  S h o w  o n  E a r th T h is  is  S c o t la n d  ( I V )
J u s t  M y  L u c k B lu e  M u rd e r  a t  S t. T r in ia n 's
1958
F ra n k ie  H o w e rd  S h o w  (T V ) T h e  D o c to r 's  D ile m m a
T h e  N o b le  S p a n ia rd  (T V )
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I 'm  A l l  R ig h t  J a c k
1959
L e ft  R ig h t  a n d  C e n ire
1960
T h e  D a y  A f te r  T o m o r ro w  (T V )  S c h o o l F o r  S c o u n d re ls
M r  G il lie  (T V )
T h e  M ill io n a ir e s s
1961
O n  th e  D o u b le  T h e  A n a to m is t  (T V )
M u rd e r  S h e  S a id
1962
W e d n e s d a y  M a g a z in e  ( in te r v ie w )  (T V )
1963
T h e  K id n a p p in g  o f  M a r y  S m ith  (T V )  
T h e  M o u s e  o n  th e  M o o n  
T h e  T o n ig h t  S h o w  ( in te r v ie w )  (T V )  
M u rd e r  a t  th e  G a llo p  
T h e  V IP s
1964
V a r ie ty  C lu b  A w a r d s  F o r  1 9 6 3  (a c c e p ta n c e  s p e e c h )  (T V )  
M u rd e r  M o s t F o u l 
M u rd e r  A h o y
T h e  S ta te ly  G h o s ts  o f  E n g la n d  (T V )
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L a te  N ig h t  L in e -U p  ( in te r v ie w )  (T V )  
J a c k a n o r y  (T V )
T h e  A lp h a b e t M u rd e rs  
C h im e s  a t  M id n ig h t
1966
1967
A  C o u n te s s  F ro m  H o n g  K o n g M is le a d in g  C a s e s  ( s e r ie s  1, s ix  e p is o d e s )  (T V )
T h e  W a c k y  W o r ld  o f  M o th e r  G o o s e
A ra b e lla
1968
C o ld  C o m fo r t  F a rm  ( th re e  e p is o d e s )  (T V )
M is le a d in g  C a s e s  ( s e r ie s  2 , s e v e n  e p is o d e s )  (T V )
1971
M is le a d in g  C a s e s  ( s e r ie s  3 , s ix  e p is o d e s )  (T V )
A  C h r is tm a s  C a ro l (T V )
1972
T h e  R u lin g  C la s s
T h e  G e n e ra l’s  D a y  (T V )
1975
T h e  P r o d ig a l D a u g h te r  (T V )
R o y a l F la s h
- 2 8 7  -
Escape From the Dark 
Rogue Male ( TV)
1976
- 2 8 8 -
Alastair Sim (1900-1976) - Films and Television Appearances
(T h e  C a s e  o f  G a b r ie l P e r r y  (De C ourville , 1S35) (a ttrib . Q uin ian, H a iiiw e ii))
R iv e r s id e  M u r d e r  (P a rke r, 1935) [Sergeant M ackay ]
A  F ir e  H a s  B e e n  A r r a n g e d  (H isco tt, 1935) [C u tte ]
T h e  P r iv a te  S e c r e ta r y  (E dwards, 1935) [M r Nebulae]
L a te  E x tr a  (P a rke r, 1935) [M ac]
T ro u b le d  W a te rs  (P a rke r, 1936) [M ac  M acTavish ]
W e d d in g  G ro u p  (W rath  o f Jea lousy/A  M an o f W ra th /N u rse  in G rey) (G u llan /B ryce , 1936) 
[Angus G raham ]
T h e  B ig  N o is e  (B ryce , 1936) [F inny]
(S h e  K n e w  W h a t S h e  W anted  (Bentley, 1936) (a ttrib . Q uin lan))
K e e p  Y o u r  S e a ts  P le a s e  (B anks, 1936) [D rayton ]
T h e  M y s te r io u s  M r  D a v is  (M y  Partne r M r D av is ) (A utan t-La ra , 1936) (re l. 1940) [Theodore  G. 
W ilcox ]
T h e  M a n  in  th e  M ir r o r  (E lvey, 1936) [In te rp re te r]
S tra n g e  E x p e r im e n t  (P a rke r, 1937) [Bob Law le r]
C lo th e s  a n d  th e  W o m a n  (De Courv ille , 1937) [F ranco is ]
G a n g w a y  (H a le, 1937) [Taggett]
T h e  S q u e a k e r  (M u rde r on D iam ond Row ) (H oward , 1937) [Joshua  C o llie ]
A  R o m a n c e  in  [ o f ]  F la n d e rs  (Lost on the  W este rn  F ron t/W idow 's Is land /R om ance  on the  
W este rn  F ron t) (E lvey , 1937) [C o lone l/Capta in  W exton ]
M e lo d y  a n d  R o m a n c e  (E lvey, 1937) [P ro fe sso r W illiam s ]
S a il in g  A lo n g  (H a le , 1938) [S y lveste r]
T h e  T e r ro r  (B ird, 1938) [S oapy M arks]
A l f ’s  B u tto n  A f lo a t  (V am el, 1938) [E ustace ]
T h is  M a n  is  N e w s  (M acDonald , 1938) [Loch lan  M acG rego r]
C lim b in g  H ig h  (Reed, 1939) [M ax To llive r]
In s p e c to r  H o m le ig h  (E. Forde, 1939) [Sergeant B ingham ]
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In s p e c to r  H o m le ig h  o n  H o lid a y  (W . Forde, 1939) [S ergean t B ingham ]
L a w  a n d  D is o r d e r  (M acD ona ld , 1940) [Sam uel B iignt]
N e ro  (F idd ling Fuel) (M cK end rick, 1940) [Nero]
H e r  F a th e r 's  D a u g h te r  (D ick inson , 1941) [M r M cF o rre st]
In s p e c to r  H o m le ig h  G o e s  T o  I t  (M ail T ra in ) (W. Forde, 1941) [S ergeant B ingham ]
C o tta g e  T o  L e t  (B om bsite  S to len ) (A squ ith , 1941) [C ha rles  D im ble ]
L e t  th e  P e o p le  S in g  (B axte r, 1942) [P ro fesso r E rn st K ronak ]
W a te r lo o  R o a d  (B lue For W ate rloo ) (G illia t, 1944) [D oc to r M on tgom ery]
( J o u rn e y  T o g e th e r  (Boulting, 1945) (attrib . Q uin lan - S im  does not appear.))
G re e n  F o r  D a n g e r  (G illia t, 1946) [In spec to r C ockriil]
H u e  a n d  C r y  (C rich ton , 1947) F e lix  H. W ilk inson ]
C a p ta in  B o y c o t t  (Launder, 1947) [Fa the r M cKeogh]
L o n d o n  B e lo n g s  T o  M e  (D u lc im e r S tree t) (G illia t, 1948) [M r Squales]
M r  C h u rc h i ll A t te n d s  F ilm  P re m ie re  ( o f  L o n d o n  B e lo n g s  T o  M e )  (BBCTV  new s item , 16/8/48) 
[sho t o f A .S .]
H e re  a n d  T h e re :  A la s ta ir  S im  (BBCTV  news item , 2 /5 /49) [A .S . insta lled  as R ec to r of 
Ed inburgh U n ive rs ity ]
T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  (Launder, 1950) [W e the rby  Pond]
S ta g e  F r ig h t  (H itch cock , 1950) [C omm odore G ill]
M r  G illie  (BBCTV , Sheldon, 25/7/50) [M r G illie ]
L a u g h te r  in  P a ra d is e  (Zam p i, 1951) [Den is ton  R usse ll]
L a d y  G o d iv a  R id e s  A g a in  (B eau ty Queen) (Launder, 1951) [H aw trey  M uring ton ]
S c r o o g e  (A  C h ris tm as  C aro l) (H urst, 1951) [S crooge]
F o lly  T o  B e  W is e  (Launder, 1952) [Capta in  P aris ]
In n o c e n ts  in  P a r is  (P a rry , 1953) [S ir Norm an Ba rke r]
A n  In s p e c to r  C a lls  (H am ilton , 1954) [In specto r Poole]
T h e  B e lle s  o f  S t  T r in ia n 's  (Launder, 1954) [M illicen t F ritton /C la rence  F ritton ]
E s c a p a d e  (Leacock , 1955) [D octo r S k illingw orth ]
T h is  M a n  in  P a r is  (M acD ona ld , 1939) [Loch lan  M a cG re g o r]
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( F e s t iv a l in  E d in b u rg h  (C la rke , 1955) (attrib. Q u in lan & rev iew  cred its , but S im  does no t 
appear.))
G e o rd ie  (W ee G eord ie ) (Launder, 1955) [The Laird]
T h e  G re e n  M a n  (D ay/D earden, 1956) [H aw k ins ]
T h is  is  S c o t la n d  (S co ttishTV , Purdey, 31/8/57) [pa rtic ipan t]
B lu e  M u rd e r  a t  S t. T r in ia n 's  (Launder, 1957) [Am e lia  F ritton]
T h e  D o c to r 's  D ile m m a  (A squith , 1958) [C u tle r W a lpole ]
L e f t  R ig h t  a n d  C e n tre  (G iliia t, 1959) [Lord W ilco t]
S c h o o l F o r  S c o u n d re ls  (o r How  To  W in W ithou t A c tua lly  C hea ting ) (H am er, 1960) [S tephen 
P o tte r]
M r  G ill ie  (BBCTV , M cTaggart, 12/6/60) [M r G illie ]
T h e  M ill io n a ir e s s  (A squ ith , 1960) [Ju liu s Sagam ore ]
T h e  A n a to m is t  (TV , W illiam , 1961) [D oc to r K nox]
M is le a d in g  C a s e s  (BBCTV (19), M ills /D avies, 1 9 67 ,1 968 ,1 971 ) [M r Ju s tice  Sw a llow ]
C o ld  C o m fo r t  F a rm  (BBCTV (3), Hamm ond, June /Ju ly1968) [Am os S ta rkadder]
A  C h r is tm a s  C a r o l (Anim ation, W illiam s, 1971) [S crooge -vo ice ]
T h e  R u lin g  C ia s s  (M edak, 1972) [B ishop  Lam pton]
T h e  G e n e ra l's  D a y  (BBCTV , G orrie , 20/11/72) [G enera l S u ffo lk ]
T h e  P r o d ig a l D a u g h te r  (AngliaTV , Reid, 5 /1/75) [Fa the r P e rfect]
R o y a l F la s h  (Leste r, 1975) [M r G rieg ]
E s c a p e  F ro m  th e  D a r k  (The L ittle s t H orse  Th ie ves) (Ja rro tt, 1976) [Lord H arrogate ]
R o g u e  M a le  (BBCTV , Donner, 22 /9 /76 ) [The E arl]
A la s ta ir  S im :  a  q u a lif ie d  fo o l: 1 9 0 0 -1 9 7 6  (BBCTV  doc., Baines, 11/1/83)
B r e a k fa s t  T im e  (report on A .S .) (BBCTV , 7/10/87)
T h o s e  B r it is h  F a c e s :  A  T r ib u te  to  A l is ta ir  S im  (C 4TV  doc., E llis , 1992 (tx. 20/6 /93))
H e ro e s  o f  C o m e d y : A la s ta ir  S im  (C 4TV  doc., F isher, 30/4/97)
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Margaret Rutherford (1892-1972) - Films and Television Appearances
D u s ty  E rm in e  (H ideou t in the  A lps ) (Vorhaus, 1936) [M iss  ButterbyJ 
T a lk  o f  th e  D e v il (A  Man w ith  Y ou r V o ice ) (Reed, 1936) [housekeeper]
T ro u b le d  W a te rs  (P arke r, 1936) [?v illager]
B e a u ty  a n d  th e  B a r g e  (E dwards, 1937) [M rs  Ba ldw in ]
B ig  F e lla  (W ills , 1937) [nanny]
C a tc h  a s  C a tc h  C a n  (A tlan tic  Ep isode /C rooked  P assage) (Keliino, 1937) [M aggie  C a rberry ] 
M is s in g  B e lie v e d  M a r r ie d  (C a rs ta irs , 1937) [Lady P arke]
Q u ie t  W e d d in g  (A squ ith , 1940) [Second  M agistra te ]
S p r in g  M e e t in g  (M ycro ft, 1941) [Aun t B ijou]
{W e  S e rv e  (Reed, 1941) (a ttrib . A nnakin. R utherford  does not appear.))
Y e llo w  C a n a ry  (W ilcox, 1943) [M rs  Tow ces te r]
T h e  D e m i-P a ra d is e  (A dventu re  For Tw o) (A squith, 1943) [R ow ena  Ven tnor]
E n g lis h  W ith o u t T e a rs  (H er M an G ilbey) (F rench, 1944) [Lady C hris tobe i B eaucle rk ]
B lith e  S p ir it  (Lean, 1945) [M adam e A rca ti]
M e e t  M e  A t  D a w n  (The G ay D ue llis t) (Freeland, 1946) [M adam e V erm ore l]
W h ile  th e  S u n  S h in e s  (A squ ith , 1947) [D r. W in ifred F rye ]
M ira n d a  (Annakin , 1948) [N u rse  C a ry ]
P a s s p o r t  to  P im lic o  (C orne lius, 1949) [P ro fe sso r H a tton -Jones]
T h e  H a p p ie s t  D a y s  o f  Y o u r  L ife  (Launder, 1950) [M is s  W h itchu rch ]
H e r  F a v o u r ite  H u s b a n d  (The Tam ing o f D oro thy/Q ue l bandito  sono io) (S olda ti, 1950) [M rs  
E ls ie  D othering ton ]
M is s  H a rg re a v e s  (BBCTV , B a rry , 17/12/50) [M is s  H arg reaves ]
T h e  M a g ic  B o x  (Boulting , 1951) [Lady Pond]
C u r ta in  U p  (O n  M onday N ext) (Sm art, 1952) [C a the rine /Je rem y St. C la re]
C a s t le  in  th e  A i r  (C ass, 1952) [M is s  N icho lson ]
T h e  Im p o r ta n c e  o f  B e in g  E a r n e s t  (A squith, 1952) [M is s  Le titia  P rism ]
M is s  R o b in  H o o d  (G u ille rm in, 1952) [M iss  Honey]
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T ro u b le  in  S to re  (C a rs ta irs , 1953) [M iss  Bacon]
T h e  R u n a w a y  B u s  (S cream  in the  N ight) (G uest, 1954) [C yn th ia  Beeston ]
M a d  A b o u t M e n  (Thom as, 1954) [N u rse  C a ry ]
A u n t  C la ra  (K im m ins, 1954) [C la ra  H ilton]
A n  A llig a to r  N a m e d  D a is y  (Lee-Thom pson , 1955) [P rudence  C roquet]
T im e  R e m e m b e re d  (7BBCTV , 1956) [The D uchess ]
T h e  S m a lle s t  S h o w  o n  E a r th  (B ig T im e  O pe ra to rs ) (Dearden, 1957) [M rs  Fazacke rlee ] 
J u s t  M y  L u c k  (C a rs ta irs , 1957) [M rs  Doo ley]
F ra n k ie  H o w e rd  S h o w  (ATV , 17/8/58) [guest s ta r]
T h e  N o b le  S p a n ia rd  (TV , 1958) [?]
I 'm  A l l  R ig h t  J a c k  (Boulting, 1959) [A un t D o lly ]
T h e  D a y  A f te r  T o m o r ro w  (BBCTV , A llen , 15/4/60 ) [Am y C arr]
O n  th e  D o u b le  (S have lson , 1961) [Lady V iv ian ]
M u rd e r  S h e  S a id iM eet M iss  M arp le ) (P o llo ck , 1961) [M is s  Jane  M arp le ]
W e d n e s d a y  M a g a z in e  (BBCTV , 31/1/62 ) [in te rv iew  w ith  D avid  Jacobs ]
T h e  K id n a p p in g  o f  M a r y  S m ith  (A ng liaTV , M ore  O 'Ferra ll, 2 /4/63) [M a ry  Sm ith ]
T h e  M o u s e  o n  th e  M o o n  (Leste r, 1963) [G rand D uchess  G lo riana ]
T h e  T o n ig h t  S h o w  [host: Johnny  C a rson ] (N BCTV , 1963) [guest]
M u rd e r  a t  th e  G a llo p  (P o llo ck, 1963) [M iss  Jane  M arple]
T h e  V IP s  (In te rna tiona l Hotel) (A squ ith , 1963) [D uchess  o f B righton ]
V a r ie ty  C lu b  A w a r d s  F o r  1 9 6 3  (BBCTV , 20/3/64 ) [inc l. 3 m in. speech  by M .R .]
M u rd e r  M o s t  F o u l (M rs  M cG in ty 's  Dead) (P o llo ck , 1964) [M is s  Jane  M arp le ]
M u rd e r  A h o y  (P o llo ck , 1964) [M is s  Jane  M arple]
T h e  S ta te ly  G h o s ts  o f  E n g la n d  (N BCTV  docu ., D eFe litta ,1964) [co -p re sen te r]
L a te  N ig h t  L in e -U p  (BBCTV , 12/2/66) [in te rv iew  (+  S tringer D av is ) w ith M ichael D ean] 
J a c k a n o r y  (BBCTV , Feb. 1966) [w eek  reading B ea trix  P o tte r s to ries ]
T h e  A lp h a b e t M u rd e r s  (The ABC  M u rders) (Tashlin , 1966) [M iss  Jane  M arp le ]
In n o c e n ts  in  P a r is  (P a rry , 1953 ) [G w la d ys  In g lo tt]
- 293-
C h im e s  a t  M id n ig h t  (C am panades a M ed ianoche /Fa ls ta ff/C h ron ic les ) (W e lles, 1966) 
[M is tre ss  Q u ick ly ]
In v e s t itu re  a t  B u c k in g h a m  P a la c e  (BBCTV  news item , 7/2 /67)
A  C o u n te s s  F ro m  H o n g  K o n g  (C haplin, 1967) [M iss  G au lsw a llow ]
T h e  W a c k y  W o r ld  o f  M o th e r  G o o s e  (B ass, 1967) [M o ther G oose  - vo ice /likeness ]
A ra b e lla  (R agazza  del C ha rleston ) (Bolognini, 1967) [P rin cess  liana ]
L in e -U p : D a m e  S y b il  T h o rn d ik e  (lectu re  on E llen T e rry ) (BBCTV , 21 /10 /69 ) [sho t o f M .R . in 
aud ience ]
F u n e ra l (BBCTV  new s item , 25/5/72 )
M e m o r ia l S e r v ic e  (BBC TV  news item , 21/7/72)
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Adcftional Filmography
G reenan, P. (p rod .) T h in k  o f  E n g la n d  (fo r C lo s e  U p  N o r th ) , BBCTV , i  9 /10/00.
F rears, S. (d ir.) T y p ic a lly  B r it is h ,  BBCTV , 2 /9/95.
M cLeod, A . (se rie s  prod.) T h e  W e a k e s t L in k , BBCTV , 13/11/02.
A udk) M ate ria !
F landers, M . and Swann, D . (1957) 'A t  th e  D ro p  o f  a  H a t ,  Pariophone (PM C  1033, v in y l d isc) 
F landers, M . and Swann, D . (1964) 'A t  th e  D r o p  o f  A n o th e r  H a t , Pariophone (PM C  1216, v in y l 
d isc )
U techin, N. (p rod.) 'S t r a w  P o ll D e b a te  - E n g lis h n e s s  H a s  H a d  I t s  D a y ,  BBC  Radio 4 ,1 1 /8 /0 1 .
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D ily s  Powell in T h e  S u n d a y  T im e s , 8 /4/45. (BFI P re ss C u ttings)
T im e  a n d  T id e , 14/4/45. (BFI P ress  C u ttings)
T h e  T im e s , 5 /4 /45. (BFI P ress  C u ttings)
C a p ta in  B o y c o t t  (1947)
Fred M ajda lany in T h e  D a ily  M a il, 29/8/47. (BFI P ress C u ttings)
Fred H ift in T h e  M o t io n  P ic tu re  H e ra ld , 169/9, 29 /11/47, p. 59.
E ric  W atk ins in T h e  N e w s  C h ro n ic le , 30/8/47. (BFI P re ss  C u ttings)
C aro line  Lejeune in T h e  O b s e rv e r ,  4 /8 /47. (BFI P ress C u ttings)
V a r ie ty , 10/9/47.
C a s t le  in  th e  A i r  (1952)
Reg W h itley  in T h e  D a ily  M ir ro r ,  11/7/52. (BFI P ress  C u ttings)
T h e  M o n th ly  F ilm  B u lle t in , 19/224, Sep. 1952, p. 126.
V a r ie ty , 16/7/52.
C a tc h  a s  C a tc h  C a n  (1937)
T o d a y 's  C in e m a , 4 9 /3650 ,1 /7 /3 7 , p. 190.
C h im e s  a t  M id n ig h t  (1966)
A lexande r W a lke r in T h e  E v e n in g  S ta n d a rd , 23/3/67. (BFI P ress  C u ttings) 
T h e  M o n th ly  F ilm  B u lle t in , 34/400, M ay 1967, p. 70.
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V a r ie ty ,  18 /5 /66 .
A  C h r is tm a s  C a ro ! (1971)
A leene  M acM inn  in T h e  L o s  A n g e le s  T im e s . (BFI P ressbook)
T h e  P h ila d e lp h ia  In q u ire r . (BFI P ressbook)
C lo th e s  a n d  th e  W o m a n  (1937)
K in e  W e e k ly , 245 /1 557 ,8 /7 /37 , p. 45.
C o ld  C o m fo r t  F a rm  (BBCTV  (3). 1968)
S y lv ia  C layton  in T h e  D a ily  T e le g ra p h , 24/6/68. (BFI P re ss  C u ttings) 
H a rry  Jackson  in T h e  G u a rd ia n , 10/1/70. (BFI P ress  C u ttings)
P. P urse r in T h e  S u n d a y  T e le g ra p h , 7 /4 /68. (BFI P ress C u ttings)
Ju lian  C ritich le y  in T h e  T im e s , 24/6/68 . (BF I P re ss  C u ttings)
C o tta g e  T o  L e t  (1941)
T h e  M o n th ly  F i lm  B u lle t in , 8 /92, Aug. 1941, p. 97.
W illiam  W h iteba it in T h e  N e w  S ta te s m a n , 9 /8 /41. (BFI P ressbook)
G eo ff B rown in N F T  P ro g ra m m e  N o te s . (BFI P ressbook)
V a r ie ty , 10/9/41.
A  C o u n te s s  F ro m  H o n g  K o n a  (1967)
A lexander W a lke r in T h e  E v e n in g  S ta n d a rd , 5 /1/67. (BFI P re ss  C u ttings) 
T h e  H o lly w o o d  R e p o r te r , 195/3, 20/3/67, p. 3.
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C u r ta in  U p  (1952)
T h e  A m e r ic a n  S ia r  rev iew  is quoted by D ick  F iddy in N F T  P ro g ra m m e , O ct. 2000, p. 27. 
T h e  M o n th ly  F ilm  B u lle t in , 19/221, Jun. 1952, p. 79.
T h e  M o tio n  P ic tu r e  H e ra ld , 1 90 /6 ,7 /2 /53 , p. 1710.
T h e  D e m i-P a ra d is e  (1943)
T h e  M o n th ly  F ilm  B u lle t in , 10/120, D ec. 1943, p. 133.
T h e  M o tio n  P ic tu re  H e ra ld , 153 /12 ,18 /12 /43 , p. 1673.
T h e  D o c to r 's  D ile m m a  (1958)
Cam pbe ll D ixon in T h e  D a ily  T e le g ra p h , 25/4/59. (BFI P re ss  Cu ttings)
Jym pson  Harm an in T h e  E v e n in g  N e w s , 23/4/59. (BFI P re ss  Cu ttings)
T h e  T im e s , 21/4/59. (BFI P re ss  C u ttings)
D u s ty  E rm in e  (1936)
K in e  W e e k ly , 2 35 /1535 ,17 /9 /36 , p. 25.
E n g lis h  W ith o u t T e a rs  (1944)
T h e  M o n th ly  F ilm  B u lle t in , 11/128, Aug. 1944, p. 87.
R a d io  T im e s , 27th Feb .-5 th  M ar., 1999, p. 57.
E s c a p a d e  (1955)
T h e  M o n th ly  F ilm  B u lle t in ,  2 2 1 2 5 0 , Sep. 1955, p. 135.
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T o d a y 's  C in e m a , 85 /7310 ,15 /7 /55 , p. 12.
E s c a p e  F ro m  th e  D a r k  (1976)
Fe lix  B a rke r in T h e  E v e n in g  N e w s ,  27/5 /76. (BFI P ress  Cu ttings)
Tom  H utch inson  in T h e  S u n d a y  T e le g ra p h , 30/5/76. (BFI P ress C u ttings) 
V a r ie ty , 16/6/76.
A  F ir e  H a s  B e e n  A r r a n g e d  (1935)
T h e  S u n d a y  E x p re s s ,  8/12/35. (BFI P re ss  C u ttings)
T h e  S u n d a y  T im e s , 8 /12/35. (BFI P re ss  C u ttings)
F o l ly  T o  B e  W is e  (1952)
Danie l Fa rson  in S ig h t a n d  S o u n d , 22/3, Jan ./M a r. 1953, p. 130.
T h e  M a n c h e s te r  G u a rd ia n , 6 /12/52. (BFI P ress  C u ttings)
T h e  M o t io n  P ic tu r e  H e ra ld , 193 /11 ,12 /12 /53 , p. 2102.
G a n g w a y  (1937)
T h e  M o n th ly  F i lm  B u lle t in , 4 /44, Aug. 1937, p. 166.
V a r ie ty ,  18/8/37.
T h e  G e n e ra l's  D a v  (BBCTV . 20/11/72)
Pe te r B la ck in T h e  D a ily  M a il, 21/11/72. (BFI P ress  Cu ttings)
S y lv ia  C la yton  in T h e  D a ily  T e le g ra p h , 21 /11/72 . (BFI P ress C u ttings) 
R osem ary  S ay in T h e  S u n d a y  T e le g ra p h , 1972. (BFI P ress C u ttings)
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Leonard B uckley in T h e  T im e s , 21/11/72. (BFI P re ss C u ttings)
G e o rd ie  (1955)
D e rek G ranger in T h e  F in a n c ia l T im e s , 5 /9/55. (BFI P ress  C uttings)
K in e  W e e k ly , 461 /2 511 ,1 1  /8/55, p. 15.
Paul Dehn in T h e  N e w s  C h ro n ic le , 2 /9/55. (BFI P re ss  C u ttings)
T h e  T im e s , 5 /9/55. (BFI P re ss  C u ttings)
G re e n  F o r  D a n g e r  (1946)
Paul Holt in T h e  D a ily  E x p r e s s ,  7 /2 /47. (BFI P ress C u ttings)
R ichard  W inn ington  in T h e  N e w s  C h ro n ic le , Feb. 1947. (BFI P ress  C u ttings)
T h e  G re e n  M a n  (1956)
T h e  M o n th ly  F ilm  B u lle t in , 23/273, O ct. 1956, p. 125.
D ily s  Powe ll in T h e  S u n d a y  T im e s , 16/9/56. (BFI P re ss  C u ttings)
T h e  T m e s ,  17/9/56. (BFI P ress  C u ttings)
T h e  H a p p ie s t  D a v s  o f  Y o u r  L ife  (1950)
T h e  D a ily  M a il, 10/3/50. (BF I P ress C u ttings)
T e rry  S tap les in N F T  P ro g ra m m e  N o te s . (BFI P re ssbook)
T h e  S u n d a y  E x p re s s ,  12/3/50. (BFI P ressbook)
H ig h la n d  F lin g  (1936)
T h e  M o n th ly  F ilm  B u lle t in , 3/30, Jun. 1936, p. 99.
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H u e  a n d  C r y  (1947 )
K in e  W e e k ly , 360/2077, 6 /2/47, p. 28.
T h e  M o n th ly  F ilm  B u lle tin , 14/158, Feb. 1947, p. 20.
Helen F le tche r in T h e  S u n d a y  G ra p h ic , 23/2/47. (BFI P re ss  C u ttings) 
V a r ie ty , 26/2/47.
I 'm  A l l  R ig h t  J a c k  (1959)
T h e  M o n th ly  F ilm  B u lle tin , 26/309, O ct. 1959, p. 133.
T h e  Im p o r ta n c e  o f  B e in g  E a r n e s t  (1952)
C aroline Lejeune in T h e  O b s e rv e r ,  29/6/52. (BFI P re ss  C u ttings)
Karel R e isz  in S ig h t  a n d  S o u n d , 22JA , Ju l.-S ep . 1952, p.28.
V irg in ia  G raham  in T h e  S p e c ta to r ,  27/6/52. (BFI P ress  C u ttings)
Paul Dehn in T h e  S u n d a y  C h ro n ic le , 29/6/52. (BFI P ress  C u ttings) 
Penelope H ouston  in T h e  S u n d a y  T im e s , 2916152 . (BFI P re ss  C u ttings)
A n  In s p e c to r  C a lls  (1954)
W illiam  W h iteba it in  T h e  N e w  S ta te s m a n , 20/3/54. (BFI P re ss  C u ttings) 
C aro line  Lejeune in T h e  O b s e rv e r ,  14/3/54. (BFI P re ss  C u ttings)
In s p e c to r  H o m le ig h  (1939)
K in e  W e e k ly , 265/1664, 9 /3/39, p. 49.
G raham  G reene  in T h e  S p e c ta to r , 7 /3/39. (BFI P re ss C u ttings)
V a r ie ty , 21/6/39 .
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In s p e c to r  H o m le ia h  G o e s  T o  I t  (1941)
G eo ff B row n in N F T P r o g r a m m e  N o te s . (BF i P ressbook)
J u s t  M v  L u c k  (1957)
Anthony B a irs tow  in T h e  D a ily  H e ra ld , 6 /12/57. (BFI P ress  C u ttings)
N ina H ibbin in T h e  D a ily  W o rk e r , 7 /12/57. (BFI P ress C u ttings)
Ph ilip  O akes in T h e  E v e n in g  S ta n d a rd , 5 /12/57. (BFI P ress  Cu ttings)
C aro line  Le jeune  in T h e  O b s e rv e r ,  8 /12/57. (BFI P ress  C u ttings)
T h e  T im e s , 5 /12/57. (BFI P re ss  C u ttings)
T h e  K id n a p p in g  o f  M a r y  S m ith  (AnaliaTV . 2 /4/63)
M onica Furlong in T h e  D a ily  M a il, 3 /4/63. (BFI P ress C u ttings)
L.M . G ander in T h e  D a ily  T e le g ra p h , 3 /4/63. (BFI P ress C u ttings)
D ick  F iddy in N F T  P ro g ra m m e ,  O ct. 2000, p. 25.
V a r ie ty , 17/4/63.
L a d y  G o d iv a  R id e s  A g a in  (1951)
C aro line Le jeune  in B r ita in  T o d a y , Jan. 1952. (BFI P ress C u ttings)
L a u g h te r  in  P a ra d is e  (1951)
T h e  D a ily  C h ro n ic le ,  1 /6/51. (BFI P ress  C u ttings)
T h e  M o n th ly  F ilm  B u lle t in , 18/209, Jun. 1951, p. 275.
T h e  M o t io n  P ic tu r e  H e ra ld , 185 /9 ,1  /12/51, p. 1125.
W illiam  W h iteba it, poss ib ly  in T h e  T im e s . (S ource  unattributed  in BFI P re ss  C u ttings)
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L a w  a n d  D is o r d e r  (1940 )
K in e  W e e k ly , 277 /1718, 21/3/40 , p. 26.
T h e  M o n th ly  F ilm  B u lle t in , 7 /76, Apr. 1940, p. 54.
L e f t  R ig h t  a n d  C e n t re  (1959)
W illiam  W h iteba it in T h e  N e w  S ta te s m a n , 25/7/59. (BFI P ress  Cu ttings) 
C aroline Lejeune in T h e  O b s e rv e r ,  19/7/59. (BFI P re ss  C u ttings)
Isabel Q u ig ley in T h e  S p e c ta to r , 31/7/59. (BFI P re ss  C u ttings)
V a r ie ty , 24/6/59.
L e t  th e  P e o p le  S in g  (1942)
Caro line Lejeune in T h e  O b s e rv e r ,  26/4/42. (BFI P re ss  C u ttings)
L o n d o n  B e lo n g s  T o  M e  (1948)
T h e  N e w s  o f  th e  W o r ld , 15/8/48. (BFI P ress C u ttings)
T im e  a n d  T id e , 20/8/48 . (BFI P ress  Cuttings)
M e e t  M e  A t  D a w n  (1946)
T h e  M o n th ly  F ilm  B u lle tin , 14/157, Jan. 1947, p. 3.
T h e  M o tio n  P ic tu r e  H e ra ld , 166/4, 25/1/47, p. 3434.
V a r ie ty , 15/1/47.
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T h e  M il l io n a ir e s s  (1960)
T h e  H o lly w o o d  R e p o r te r , 163/46, 7 /2 /61, p. 3.
W illiam  W h iteba it in T h e  N e w  S ta te s m a n ,  22/10/60. (BFI P ress C u ttings) 
D ily s  Powe ll in T h e  S u n d a y  T im e s , 23/10/60. (BFI P re ss  C u ttings) 
C lancy  S igal in T im e  a n d  T id e , 5 /11 /60 . (BFI P ress  C uttings)
T h e  T im e s , 19/10/60. (BFI P re ss  C u ttings)
M ira n d a  (1948)
T h e  M o n th ly  F ilm  B u lle t in , 15/172, A pr., 1948, p. 47.
M is le a d in g  C a s e s  (BBCTV  (19). 1967-1971)
V a r ie ty , 16/10/68.
M is s  H a r g re a v e s  (BBCTV . 17/12 /50)
T h e  L is te n e r ,  28/12/50. (BFI P re ss  C u ttings)
M is s  R o b in  H o o d  (1952)
K in e  W e e k ly , 429 /2373 ,18 /12 /52 , p. 120.
T h e  M o n th ly  F ilm  B u lle t in , 20/229, Feb. 1953, p. 21.
M is s in g  B e lie v e d  M a r r ie d  (1937)
K in e  W e e k ly , 247/1589, 30/9/37, p. 39.
T h e  M o n th ly  F ilm  B u lle t in , 4 /45, Sep. 1937, p. 190.
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T h e  M o u s e  o n  th e  M o o n  (1963 )
M argaret H inxm an  in The D a ily  h ie ra id , 4 /5 /63. (BF i P ress  C u ttings) 
A lexander W a lke r in T h e  E v e n in g  S ta n d a rd , 2 /5 /63. (BFI P ress  C u ttings) 
T h e  H o lly w o o d  R e p o r te r , 176/3, 2 /7/63, p. 3.
K in e  W e e k ly , 552/2900, 2 /5/63, p. 11.
T h e  M o tio n  P ic tu r e  H e ra ld , 230 /1 ,12 /6 /63 , p. 864.
V a r ie ty , 15/5/63.
M r  G illie  (BBCTV . 25 /7 /50 )
C aroline Lejeune in T h e  O b s e rv e r , 6 /8/50. (BFI P re ss C u ttings)
M r  G illie  (BBCTV . 12/6/60 )
Peter B lack  in T h e  D a ily  M a il, 13/6/60. (BFI P ress  C u ttings)
M. R ichardson in T h e  O b s e rv e r ,  19/6/60. (BFI P ress  C u ttings)
T h e  T im e s , 13/6/60. (BFI P ress  C u ttings)
M u rd e r  A h o v !  (1964)
C ecil W ilson  in T h e  D a ily  M a il, 30/9/65. (BFI P ress  C u ttings)
T h e  H o lly w o o d  R e p o r te r ,  182 /14 ,17 /9 /64 , p. 3.
K in e  W e e k ly , 579 /3023, 9 /9 /65, p. 11.
T h e  M o n th ly  F ilm  B u lle t in , 32/381, O ct. 1965, p. 151.
T h e  M o tio n  P ic tu r e  H e ra ld , 232/7, 30/9/64, p. 138.
V a r ie ty , 30/9/64.
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M u r d e r  a t  th e  G a llo p  (1963 )
Leonard M osiey in m e  D a ily  E x p r e s s ,  8 /5/63. (BFI P ress  C u ttings) 
Fe lix  B a rke r in T h e  E v e n in g  N e w s , 9 /5/63. (BFI P ress  C u ttings)
Ian W righ t in T h e  G u a rd ia n , 10/5/63. (BFI P ress C u ttings)
T h e  H o lly w o o d  R e p o r te r , 176/6, 8/7/63, p. 3 
K in e  W e e k ly , 552/2901, 9 /5 /63, p. 9.
T h e  M o n th ly  F ilm  B u lle tin , 30/353, Jun. 1963, p. 87.
T h e  M o tio n  P ic tu r e  H e ra ld , 230 /4 ,24 /7 /63 , p. 859.
Penelope G illia t in T h e  O b s e rv e r ,  12/5/63. (BFI P ress C u ttings)
T im e , 5/7/63. (BFI P ress  C u ttings)
V a r ie ty , 8/5/63.
M u rd e r  M o s t  F o u l (1964)
C ec il W ilson  in T h e  D a ily  M a il, 24/10/64. (BFI P ress  C u ttings)
Fe lix  B a rke r in T h e  E v e n in g  N e w s , 22/10/64. (BFI P ress  C u ttings)
D avid  Robinson in T h e  F in a n c ia l T im e s , 23/10/64. (BFI P ress C u ttings) 
T h e  H o lly w o o d  R e p o r te r , 181 /44 ,19 /8 /64 , p. 3.
K in e  W e e k ly , 569 /2976 ,15 /10 /64 , p. 9.
T h e  M o n th ly  F ilm  B u lle t in , 31/370, Nov. 1964, p. 165.
T h e  M o tio n  P ic tu re  H e ra ld , 2 32 /5 ,2 /9 /6 4 , p. 123.
V a r ie ty , 19/8/64.
M u rd e r  S h e  S a id  (1961)
Leonard M os ley  in T h e  D a ily  E x p re s s ,  29/9/61. (BFI P ress C u ttings) 
M argare t H inxm an in T h e  D a ily  T e le g ra p h , 29/9/61. (BFI P re ss  C u ttings) 
K in e  W e e k ly , 531 /2 811 ,1 7 /8 /61 , p. 24.
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T h e  M o n th ly  F ilm  B u lle tin , 28/332, Sep. 1961, p. 131.
D e rek P rouse  in T h e  S u n d a y  T im e s , 1/10/61. (BFI P ress  C u ttings)
V a r ie ty , 18/10/61 and 17/1/62.
A lexande r W a lke r’s  re v iew  is  undated and uncredited  in the BFI P ress  C u ttings file.
O n  th e  D o u b le  (1961)
F ilm s  a n d  F ilm in g , 7 /12, Sep. 1961, p. 30.
T h e  M o n th ly  F ilm  B u lle t in , 28/331, Aug. 1961, p. 115.
P a s s p o r t  to  P im lic o  (1949)
C aro line  Lejeune in T h e  O b s e rv e r ,  1 /5/49. (BFI P ress C u ttings)
T h e  T im e s , 2 /5/49. (BFI P re ss  C u ttings)
T h e  P r iv a te  S e c r e ta r y  (1935)
F ilm  W e e k ly , 14/363, 27/9/35 , p. 28.
T h e  S u n d a y  T im e s , 2 2 /9 1 3 5 . (BFI P re ss  C u ttings)
T h e  P ro d ig a l D a u g h te r  (AnqliaTV , 5 /1 /75)
C h ris tophe r H udson  in T h e  E v e n in g  S ta n d a rd , 6 /1/75. (BFI P re ss  C u ttings)
S tew a rt Lane in T h e  M o rn in g  S ta r , 8 /1 /75. (BFI P ress C u ttings)
Q u ie t  W e d d in g  (1940)
K in e  W e e k ly , 287/1763, 30/1/41, p. 27.
A ubrey  F lanagan in T h e  M o t io n  P ic tu re  H e ra ld , 1 42 /7 ,15 /2 /41 , p. 39.
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W illiam  W h iteba it in T h e  N e w  S ta te s m a n , 8 /2/41. (BFI P re ss  C uttings)
Louis M acN e ice  in T h e  S p e c ta to r , 7 /2/41. (BFI P re ss  C u ttings)
T h e  T im e s . (BF! P re ssbook)
R iv e rs id e  M u rd e r  (1935)
D a ily  F ilm  R e n te r ,  K in e  W e e k ly  and T o d a y 's  C in e m a  re v iew s  in BFI P ressbook . 
R o o u e  M a le  (BBCTV . 22 /9 /76)
R ichard  Last in T h e  D a ily  T e le g ra p h , 23/9/76. (BFI P re ss  Cu ttings)
A lexander W a lke r in T h e  E v e n in g  S ta n d a rd , 23/9/76. (BFI P ress  C u ttings)
P e te r Dunn in T h e  S u n d a y  T im e s , 2 6 1 9 /1 6 . (BFI P re ss  C u ttings)
R o v a l F la s h  (1975)
T h e  H o lly w o o d  R e p o r te r , 238/18, 30/9/75 , p. 10.
John  C o lem an in T h e  N e w  S ta te s m a n ,  11/7/75. (BFI P re ss  C u ttings)
Pauline Kael in T h e  N e w  Y o rk e r , 13/10/75. (BFI P re ss  C u ttings)
V a r ie ty , 1/10/75.
T h e  R u lin g  C la s s  (1972)
Ron Thom pson  in T h e  E v e n in g  P o s t  a n d  C h ro n ic le , 27/5/72 . (BFI P ress  C u ttings) 
D avid  M cG illiv ra y  in F o c u s  o n  F ilm , 10, S um m er 1972, pp. 8-9.
D erek M a lco lm  in T h e  G u a rd ia n , 25/5/72. (BFI P re ss  C u ttings)
D ily s  P owe ll in T h e  S u n d a y  T im e s , 28/5/72. (BFI P re ss  C uttings)
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